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IIpeancaosue / Foreword

Hacrosimast xuura npeacrasasier cobort Bropont c6opuuk XIIT
Cumnosnyma MesxkayHnapopanoro O6mectBa /Jocroesckoro (Bypaa-
niemt, 3—8 mronst 2007 r.) ¥ COOTBETCTBEHHO INABHOM IIPOOAEMATHKE,
M3yd4aeMoy Ha KOHQEepeHIMM, HOCUT Ha3BaHue Achnexmuvl noamuku
Jocmoesckozo 6 koHmeKcme numepamypHo-KynvmybHoix OUAN0208.
Kak ormeveno B [IpearicnoBun yske Boimmeptero coopunka F. M. Dos-
toevsky in the Context of Cultural Dialogues / @.M. Aocmoesckuti
6 KOHMmeKcme 0Uano2u1eckozo 63aumodeiicmeus Kynomyp', GONbIIMH-
CTBO ITyOAMKYEMBIX AOKAAAOB yYaCTHUKOB — B TOM YMCAE U MaTepua-
MBI KDYTABIX CTONOB — ObIAM pasMenjeHbl TaM. B mpeanaraemom 37ecCh
M3A\aHMM, B HAYYHOM IIAaHE PABHOIIPABHOM C IPEABIAYIIVM, B OYe-
peanom tome cepun Obmectsa (International Dostoevsky Society),
Dostoevsky Monographs, BKAIOYEHDBI KaKk OPUIMHAABHBIE AOKNAADL,
TaK ¥ AOTIONHEHHbIe 1 AopaboTaHHbIe UX BapuaHThL. Llean cocTasne-
HMSI AAHHOT'O TOMa He OI'PaHM4MAACh BBIOOPOM CTaTeN CO CBOeoOpas-
HBIMM T€MAaTUYEeCKVMU IJeHTPaMM MAM, B METOAOAOTMYECKOM IIAAHE,
C YCTAHOBKOW Ha MO3THYECKOe TOAKOBaHMe. B rnaszax cocraBurenen
cO0pHMKA B PABHOM Mepe CYMTANOCh BaXKHBIM AATDb SIPKYIO KapTUHY
AVIAAOTUYHOCTH, AEVCTBYIOIIEN B ABYX Pa3HbIX, HO B3aMMOCBSI3aH-
HbIX o6aacTsx. C OAHOV CTOPOHBI, B CAMOM TBOpYecTBe /\OCTOEBCKO-
ro, a C Apyroy B paMKax pa3HbLIX MHTEPIIpeTaUIl 3TOr0 TBOPYECTBA
B KpUTHUYECKMX paboTax. DTo 1 O6bIAM ABe raaBHbIe chephl MPOsIBAE-
HUST KYABTYPHBIX AMAAOTMYECKMX B3aMMOCBsI3eV, OOHapY>KEeHHDIX
Ha XIII Cumnosmnyme Meskpynapoanoro O6mjectsa /\ocToeBcKoOro.
A HayuHble pabOTDI, KAK OTAEABHO, TaK U B MX COBOKYITHOCTY SIBHO
OTPAXAIT TAKYIO ABOVHYIO MIPUPOAY AVAAOTMYHOCTU B €€ PA3HBIX
[epeceKaroInXCcs aCIeKTax.

B mnane BrIGOpa nmpeamMeTa MCCAEAOBAaHUSI TIEPBBINT pa3aAen ToMa
pacKkpbiBaeT pa3zHOOOpa3HbIe MOAXOABI K KDYIHLIM poManam J\ocTo-
esckoro («IIpecrynnenne n Hakazaume», «Manor», «IloppocTox»
un «Becob»), a Bropon pazpen — kK « Kpotkoim». It mopAXoAbI IpeA-
nararoT 60raThli Kpyr TO4eK 3peHust Ha cuMBoAn3M «[Ipectynaenns

! Budapest, 2009. ELTE PhD Programme «Russian Literature and Literary
Studies», ed. by Katalin Kro6 and Tiinde Szabé.
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IIpeducnosue / Foreword

n Haxkaszaausy (Jacques Catteau) u AeMICTBME B TEKCTE CKPLITHIX 1M~
TaT KaK OTCLIAOK K >kaHnpoBovt Tpaanimm (H. \. TamapuyeHko), Ha 9K-
dpactuueckunt HappatuB B «}Vanore» (Nina Perlina), Ha renesmuc
naHpmadTHbIX 06pa3oB B «Manore» n «becax» (Rosanna Casari),
a Taxkyke Ha MPOOBAEMATUKY CAYIAMHOM CEMbU M CEMEMHDBIX OTHOIIe-
HUI B KOHTEKCTe KoHIenuu sisbika Burrenmrenna (Slobodanka
Millicent Vladiv-Glover). Cpean pa6ot o «KpoTkoi» ABe, mpuHaa-
nesxamye riepy Joe Andrew u Onbru A. MeepcoH, 3aHuMaroTcst ¢e-
MUHUCTCKOW TPOBAEMATUKON MPOU3BeAeHNsT \OCTOEBCKOro, B 9TOM
[AaHe PEACTABASISI COOO0VT 3209HBINT MMKPOAMANOT BHYTPU COOPHMKA.
Tperuit anaan3 NOAXOAUT K TEKCTY Ha (HOHE NMPOBAEMATUKN «ITUCh-
Ma» M CAOYKEHMS] BHYTPEHHErO CAOBA reposi, B paMKax daHTacTuye-
ckoro prckypca Nocroesckoro (T'esa IT1. Xopgar).

JAManornYHOCTb TOAKOBAHMI OOHAPY>KMBAETCSI TAK)KE B COOTHO-
IeHNM YIIOMSIHYTBIX paboT, pazbmuparommx «IIpecryrnaenmne n Ha-
kazanme» u «Vanora», 1, ¢ opaHoV cTopoHbl, paboTsl Hukonns Ceky-
AMY Ha TeMy MU(PONOTMYeCKMX MOTUBOB ( MBIIIb) B ABYX HA3BAHHDIX
pomaHax, a ¢ Apyrou, craten J\. M. MaromeapoBo¥1, B KOTOPOV aBTOP
paccMaTpuBaeT, Kak B CaMOM Ha3BaHUM pabOThbl oTMedeHo, « “IIpe-
CTYNAEHMSI M HaKa3aHusl” B PYCCKOV anmTeparype koHija XIX—uaqa-
na XX B.», T.e. ykasplBaeT Ha HEKOTOPbBIE MTOCTTEKCTHI KAACCUYECKO-
ro pomaHa. Ty ABE CTATbU HAXOASITCS yoKke B paspene Kynvmypruvle
u nosmuueckue ouanozu (Cultural and Poetic Dialogues), B cocep-
CTBe Takux pabdoT, KOTOPbIE IO PA3HBIM ACITEKTAM CBUAETENBCTBY-
IOT O KYABTYPHOM BOCIIPUMMYMBOCTM €CaMoro J\OCTOeBCKOro, Mpo-
SIBASIIOIEVICST B PA3NAMYHBIX AVMMEH3USIX, a4 TaKXXe O CBOeOOpasHOM
B3aMMOOTHOIIEHNY MBIMIAEHNS TTMCATEAs], B Pa3HbIXx (GHopMax ero
TEKCTOB. B repBoM OTHOWIEHUY BHMMAHME, [IOMUMO YITIOMSIHYTOTO
BBbIIIIE B3rASIAA B HAMPaBAEHUY MUMONOTMYECKMX MOTUBOB, obpaiie-
HO Ha MTIO9TUKY MOAYAHMSI B IIMPOKOM KYyAbTYpHOM KoHTekcTe (Pura
Knertman) mn Ha Bamsitnme Auppest Kputckoro Ha XyaoKeCcTBEHHOE
mprnere Jocroesckoro (Ksana Blank). Crarss B.H. 3axapo-
Ba «IloaTnka nmapapoxca B “/\HeBHMKe MmucaTens:” J\OCTOEBCKOro»
CTABUT BOIPOC MMOITUKU M PUTOPUKM JKAHPA B TOM YnCAe U HA HOHe
[oKasa pasHbIX PUMEPOB MapajpokcoB. IIpobnremaTmka napapok-
CanbHOCTYM U Tepost TTapapokcaancta B pabore Nebopsl MapTuHceH
paccMaTpuBaeTCsl TyTeM IMPOAYKTUBHOTO COIMOCTABUTENBHOTO ITPO-
yTeHMsI 00pa3a MOAIIOALHOTO YeaoBeKa A\ OCTOEBCKOro B CBeTe poMa-
Ha «\onantey Habokosa. Mrak, B pazHoOGpasHOM 1 60raTom pas-
A€ne KHUIM «AMarornveckoe» MplnaeHue /\0CTOeBCKOro IpoAEeMOH-
CTPMPOBAHO B IIIPOKOM AMAITA30HE — BOCXOASI K MUGDOAOTUIECKOMY
TOorocy, yepe3 GUN0COPCKO-KYAbTYPHOE HAaCAEANe, B aCIIEKTe COOT-
HOIIIEHMST )KAHPOB M TEKCTOB KaK MPOMIABIX, TaK 1 OYAymmx (1rocne-
AVIOIINX ) TI0O OTHONIEHWUIO K TBOPYECTBY IMCATEASL.
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ITpeducnosue / Foreword

CamocTosiTenbHbIE Pa3Aenbl COAEPIKAT CTaTbhM, [OCBSIIjeHHDIE
CrieyanbHBIM METOAONOTMYECKMM CBOVICTBAM BO3MOXKHOIO W3Y-
4YeHMsl M MHTepripeTauuu TekcToB JocrtoeBckoro. OHM YCAOBHO
ob6o3HaveHbl Kak Mermodonozuieckue U meopemuieckue acHekmvl
monkosarus I — cemuomura (Methodological and Theoretical Aspects
of Interpretation I — Semiotics) u Memodonozuueckue acnekmot mon-
koganus II — nodxanput u nodcucmemut (Methodological Aspects of
Interpretation II — Subgenres/Subsystems). Pabora Koncrantmua
Bapmra BeipABUraeT Ha repeaAHMII IAaH 3HAKOBYIO cycTeMy \OCTOEB-
CKOTO B riepcriekTvBe HOBoW Tekctorormu. Cepren \ayrosuir rnoa-
BepraeT M3yd4eHmnto GAOPUCTUYECKIUIT AMCKYPC \ocToeBckoro (orm-
caHye 3HAKOBBIX CUCTeM B TekcTe pomaHa «beaHbie atoam»). M3y-
yenre TatpsiHon KacaTkuHOM aneMeHTa XyAOKECTBEHHOTO TeKCTa
B Ka4eCTBe KAIOYa K aHAAM3Y [TPOM3BEAEHVS, [IPU TOCTAHOBKE MICCAe-
AOBaTeAbHUIlEN COOCTBEHHBIX BOpocoB crarbu («Kamum B pomane
“Bparbst KapamazoBbl "», « OTIIbI M y9MTENN...» ), B OAHO 1 TO YK€ Bpe-
Ms1 6AaroTBOPHO OCBeIjaeT Honee MMPOKUIT METOAOAOTMYECKNUIT KOH-
TEKCT IPOOAEMBI CEMAHTUYECKOV CUCTEMHOCTI M CUCTEMHOTI'O M3yde-
HUSI XYAOKeCTBeHHOro Tekcra. Kpyr mpobaem B otaene Ilodxanpul
u nodcucmeMul BRAIOYAET B ce6sI BOITPOCHI TEAECHOCTU B «CYOXKaHPeE»
mncrioBepn anturepost \ocroeBckoro B crarbe H.B. JKusoaymnosor,
XapaKkTepHble YepPThl «apOMAroOdTUKM» B XYAOKECTBEHHOM MMPe
po3sl AocToeBckoro B pabore Apkaamst Hemunaymero n nzydeHme
B. B. bopucosor puTMmyueckoy KOMITO3UIIUY TPO3bl HA TIPUMMEPE TeK-
cra «CoH cMenTHOTO YenoBeKay.

Kax BupHo, Acnexkmot noamuxu JAocmoesckozo 6 KOHmMeKcme nu-
mebpamypHo-kynvmybHulx 0UAn0206 B HACTOSIIIEM COOPHMKE MHOIO-
CTOPOHHE AQIOT O cebe 3HATH. /\aHHBIMI TOM HArASIAHO [MOKA3bIBAET
M UAAFOCTPUPYET Pa3HOOOPA3HOCTD KPUTUYECKUX TOAXOAOB U METO-
AONOTMIA, SKUBYIINUX U TAOAOTBOPHO AEMCTBYIOMNX B AOCTOEBUCTUKE
navana XXI B. B kpyr takoym pasHOOOpPa3HOCTM ayTEHTUIHO BXO-
AT 1 KkaHp «3ametor» (cp. «Notices»), npeacTaBuTeneM KOTOPOro
B AaHHOM cbopHMKe siBasteTcst Horst-Jiirgen Gerigk.

CocTaBureny cOOpPHMUKA C YAOBOALCTBMEM [TPEACTABASIIOT YATATE-
ASIM PE3YABTAT MPOIIABIX AMAAOTOB MICCAeAOBATENEN TBOpUYecTBa J\o-
CTOEBCKOr'0, B HAAEXKAE HA X COAEPXKaTeNbHOE ITPOAOAXKEHME B OY-
AyIIeM Ha HOBBIX (POPyMax HayYHbIX AMCKYCCUIA.

Katalin Kroé

bBypaanemr,
staBapb 2010 1.

* PeAaKTOpr BbLIPA>KAaKT CBOIO IIPU3HATEADHOCTD Mapl/m TaranraeBon 3a
IIPpAKTUYECKYIO TIOMOIIb B PEAAKTUPDOBAHUN C60pHI/IKa.



K moaTnke KpynmHbBIX pPOMaHOB AOCTOEBCKOTO

To the Poetics of Dostoevsky’s Major Novels

Jacques Catteau

LA RESURRECTION DE LAZARE DANS
CRIME ET CHATIMENT
Le symbolisme du roman

Qui ne se souvient du fameux chapitre ott Raskolnikov,
comme le fera plus tard le starets Zossime devant Dmitri
Karamazov, se jette aux pieds de Sonia avant de s’écrier: «Ce
n’est pas devant toi que je me suis prosterné, mais devant la
souffrance humaine»?' C’est la que prend place la lecture de
la résurrection de Lazare, le chapitre onziéme de I’évangile de
Jean, que le romancier clot par un plan fixe, un arrét sur image,
digne du Caravage: «La bougie depuis longtemps mourait dans
le bougeoir tordu, éclairant faiblement, dans cette chambre
misérable, I'assassin et la pécheresse étrangement unis pour la
lecture du livre éternel» (453; 251—252). Sait-on que cette scéne
hautement pathétique, particulierement audacieuse, a failli ne
pas exister? Longtemps, Mikhail Katkov, I’éditeur du Messager
russe, la revue ou le roman fut publié de janvier 1866 a février
1867, s’est refusé a autoriser ces pages qu’il jugeait trop hardies
et blasphématoires. Au nom de la «morale»: quel scandale, une
prostituée quis’arroge le droit de faire lalecture de I'Evangile! Au
nom également du politiquement correct de ’époque, n’avait-il

! Dostoevski F. Crime et chatiment / Traduction, introduction, notes, biblio-
graphie par Pierre Pascal. Paris, 1958. P. 444. Toutes les citations qui suivent sont
données dans cette excellente traduction. En russe, on se reportera a 1’édition aca-
démique en 30 tomes: Dostoevskij F.M. Polnoe sobranie socinenij v tridcati tomah.
Leningrad, 1974. T. 6, aux pages 241 & 253 et, plus précisément, pour la lecture de la
résurrection de Lazare, aux pages 248 a 252.

© . Catteau, 2011
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Jacques Catteau

pas décelé des «traces de nihilisme» chez Raskolnikov! Dans ses
lettres du 8 au 19 juillet 1866,* I'écrivain raconte son combat,
comment il fut contraint de remanier le chapitre, d'intégrer les
corrections proposées, de biffer aussi. Le manuscrit est perdu,
on ne peut que conjecturer ce que fut cet ancien chapitre neuf
de la deuxiéme partie, du moins dans la premiére version, celle
de la revue, ot le roman est distribué en trois parties. Les rares
notes préparatoires expliquent le courroux de Katkov. Dans la
version initiale c’est Sonia elle-méme qui pousse Raskolnikov
a lire la résurrection de Lazare: «Allez, baisez 1'Evangile, allez,
baisez-le, lisez»; et, plus loin: «J’étais moi-méme un Lazare mort
et le Christ m’a ressuscitée» (7, 192). La seconde version inverse
les roles. Délaissant le préche, Sonia n’est plus que ’humble
témoin de sa foi, comme 1I'a fort bien remarqué B. Tikhomirov.’
A son ami A. Milioukov, Dostoievski confie pourtant que c’est
«mil par une authentique inspiration» qu’il a écrit ce chapitre.
La formule est faible pour dire toute la charge symbolique qu’il
insuffle au roman, le hissant de la fange du meurtre aux hauteurs
métaphysiques, du simple «compte rendu psychologique d'un
crime» a la révélation spirituelle. C’est a cet acmé, ce sommet
dramatique, que Crime et chdtiment devient vraiment un autre
roman: Mort et résurrection.

En effet, dans le miroir que lui propose le récit de larésurrection
de Lazare, Raskolnikov va apercevoir sa mort spirituelle et deviner
la promesse floue, encore incertaine, de sa propre résurrection
d’entre les morts de I'ame. Rien n’est clair, la raison et I'orgueil
se cabrent toujours, forment un écran opaque. Cependant la
résonance de ce passage de ['évangile spirituel, ainsi qu’on
qualifie le texte johannique, va étre décisive. S’ouvriront des voix
nouvelles qui méneront lentement a travers le dépouillement, la
lucidité non de la raison mais du cceur, le subconscient, le réve,
a la «Vie vivante», pour reprendre l'expression qu’affectionne
Dostoievski. Tout un itinéraire complexe qu’on va tenter de
décrire en approfondissant le symbole.

2 Dosto evski F. Correspondance / Ed. J. Catteau, trad. A.Coldefy-Faucard. Pa-
ris, 2000. T. 2. P. 156—161; Lettres a N.A. Lioubimov, A.P. Milioukov et a M.N.
Katkov (Dostoevskij F.M. Polnoe sobranie socinenij v tridcati tomah. T. 28;. P. 164—
166).

3 Tikhomirov B. «Lazar’! Grjadi von». Sankt-Petersburg, 2005. P. 289.
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La résurrection de lazare dans Crime et chdtiment

Auparavant, on découvre une coincidence frappante, sans doute
involontaire, un signe du destin, sinon un symbole voulu. Dans les
nombreuses éditions séparées qui suivirent, dés 1867, la publica-
tion en revue, Crime et chdatiment est remanié dans sa distribution.
11 comporte désormais six parties et un épilogue. Et ce chapitre du
quatrieme Evangile pour lequel Dostoievski a bataillé ferme, devient
le chapitre quatre de la quatriéme partie, comme les quatre jours de
la mise au tombeau de Lazare avant que Jésus n’intervienne, comme
les quatre jours de délire quasi ininterrompu de Raskolnikov apres
son crime,’ comme les quatre directions de 1'espace que lui indique
Sonia pour implorer son pardon a la Terre et au peuple!

I1 est banal de répéter apres N. Berdiaev que «tout art authen-
tique est symbolique»;’ ou, aprés A. Thibaudet qu'une «ceuvre réa-
liste atteint son parfait niveau d’art lorsque, de sa vérité intense,
nous passons naturellement et nécessairement a une grande intui-
tion symbolique»,’ que «la note d’art sera d’autant plus forte que le
symbole para“tra moins voulu par I’auteur, plus deviné, plus décou-
vert, plus construit par le lecteur»;’ ou, aprés A. Suarés, que chez
Dostoievski «tout est produit par la nécessité intérieure»,® encore
faut-il le démontrer, analyser comment le romancier prépare ma-
gistralement le surgissement de ce symbole, davantage percu par le
lecteur que par le héros, et le fait vibrer, comme un point d’orgue, a
la fin du roman.

Au début de la scéne, le romancier orchestre la surprise. L’épithete
«étrange», dont il truffe son récit, caractérise la tournure que prend
I’entretien entre les deux protagonistes. Raskolnikov qui a déja rompu
avec sa mere, sa soeur, son ami, le monde, n’est venu chez Sonia que
pour lui faire ses adieux. Il rumine le suicide, le bagne qui le guette. Or,
apercevant un livre posé sur la table, le Nouveau Testament en traduc-
tion russe, défra“chi et relié de cuir — soit dit en passant exactement le
méme que Dostoievski avait au bagne — le voici qui exige soudain que

411 délire dans la nuit de la troisieme a la quatriéme journée, il reperd conscience

lors de la cinquiéme pour ne retrouver sa lucidité qu’au matin de la huitieme.

> Berdjaev N. Mirosozercanie Dostoevskogo. Paris, 1968. P. 21.

5 Thibaudet A. Réflexions sur le roman. Paris, 1938. P. 32, dans I'article intitulé
«Symbolisme et roman».

7 Ibid. P. 30.

8 Suares A. Dostoievski, Cahiers de la Quinzaine. Huitiéme cahier de la trei-
ziéme série. Paris, 1911. P. 37.
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Sonia lui retrouve le passage de la résurrection de Lazare! D’autant
plus que cette bible a appartenu a la malheureuse Elizabeth par lui
occise en méme temps que son usuriére de sceur, un livre marqué du
sceau de la mort.

L’athée qu’il est devenu ignore méme que 'épisode de Lazare
n’existe que chez Jean et non dans les synoptiques! L’étrangeté
n’appartient, en réalité, qu’au héros qui vit dans I'instant, obéit
a ses pulsions, a son subconscient, oublie sans vraiment oublier;
ainsi qu’a Sonia ébranlée par le cynisme de Raskolnikov envers
sa foi et qui la somme soudain de lire la bible. Le lecteur, lui,
ne s’y trompe pas. De sourdes répercussions venues des pages
antérieures l'orientent et ’éclairent. Par cent indices accumulés,
mille fils, le romancier a tissé la toile sensible dans laquelle il a pris
son héros. L'obscur désir de Raskolnikov n’a pas de secret & son
ceil de psychanalyste-né, il est vrai plus préoccupé des ames que
des corps.

Avant de pénétrer ce réseau, une premiére question se
pose. Pourquoi Raskolnikov ne lit-il pas lui-méme le Nouveau
Testament qu'il a sous les yeux? Pourquoi en appelle-t-il, pour
la premiére fois, a la voix d'un Autre par le truchement de celle
de Sonia? Jusqu'ici, il n’écoutait que sa propre parole, enfermé
qu’il était dans son idée, écrasé méme par elle; il n'interprétait
celles des autres qu’a travers ses propres obsessions que son
solipsisme renvoyait I'une a'autre contre les parois de son caveau
mental. C’est qu’il veut entendre, a distance, afin que les mots
rebondissent, se répercutent dans sa conscience trouble. Sans le
savoir, il quéte une issue hors de son tombeau, un premier pas en
quelque sorte.

Or ce tombeau est, depuis les premiéres pages, bati,
construit. Psychologiquement d’abord, avant, pendant et apreés
le meurtre. Raskolnikov qui se targuait de sa liberté illimitée
est immédiatement pris dans l'engrenage qui abolit celle-ci.
Récurrente est I'expression, curieuse pour un assassin potentiel:
«tel un condamné a mort». Apres le double meurtre, une autre
expression revient constamment sous la plume de son analyste:
«comme coupé du monde avec des ciseaux», comme un membre
détaché de la société, du peuple, formules que Dostoievski
s’applique a lui-méme dans les Récits de la Maison des morts.
Conséquence parfaitement imprévue par le stratege Raskolnikov:
il est, par son acte, rejeté, condamné a survivre, peut-étre, sur une
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plateforme exigué pour I'éternité (223; 6, 123).° Que, plus tard,
Svidrigailov imaginera pareille a un bain paysan sale et humide,
peuplé de hideuses araignées. Tel est ce tombeau que le crime
instaure dans la conscience de Raskolnikov. Certes, il n’est pas
encore prét a avouer ce qu'il confessera a Sonia: «Est-ce que moi,
j'ai tué la vieille? C’est moi que j'ai tué, et non la vieille » (580; 6,
322)."° Mais déja, pareil a Lazare, Raskolnikov est un mort confiné
dans son caveau.

Le symbole s’impose d’autant plus que le romancier, ne se
bornant pas a I'introspection, puise dans le réel d’autres éléments
qui constituent les métaphores de la mort, de 'étouffement
dans un lieu confiné. II illustre ainsi la formule heureuse de A.
Thibaudet, «le symbolisme des réalistes». Rappelons-nous la
chambre-cage de 1'étudiant Raskolnikov, les lignes du début:
«Enfin il se trouva a I'étroit et sans air dans cette chambrette
jaune ressemblant a une armoire ou un coffre. Son regard et
son esprit demandaient de ’espace» (58; 6, 35). Et plus tard, la
réflexion de la mere de Raskolnikov: «Quel vilain logement tu
as 1a, Rodion, on dirait un cercueil... — Le logement, répondit-il
distrait. Oui, le logement y a beaucoup contribué... Moi aussi,
j'y ai songé... Quelle singuliére pensée, vous venez d’exprimer
mamany» (321; 6, 178). La prise de conscience interviendra lors
de I'aveu a Sonia: «Les plafonds bas et les chambres étroites
rétrécissent I'ame et 'esprity (577; 6, 320)." Ce cercueil de la
chambre est embo“té dans un sépulcre plus vaste, Pétersbourg,
écrasé par la touffeur, la poussiere de 1'été, que la meére de
Raskolnikov compare a une chambre sans aération: «On étouffe
chez lui [Raskolnikov]... Mais ol trouver de 'air & respirer, ici?
On est dans la rue comme dans une chambre sans vasistas. Quelle
ville, Seigneur!» (333; 6, 185). La métaphore proposée par le
réel, le décor, est claire: la privation d’air, c’est ’absence de vie, la
suffocation de la mort. Deux personnages traduisent clairement
la sensation physique en termes spirituels. Svidrigailov qui 1ache
soudain: «Ah, Rodion Romanytch, ajouta-t-il tout a coup, tous
les hommes ont besoin d’air, d’air, d’air... Avant tout» (609; 6,
336). Et, en écho, quelques pages plus loin, Porphyre Pétrovitch,

9 L’image est empruntée & V. Hugo dans Notre-Dame de Paris.

11 ajoute: «Comme ¢a, d'un coup, c’est moi que j'ai assassiné, a jamais».
Idée chére a Dostoievski qui I'a déja donnée dans Humiliés et Offensés.

10

11
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le juge, qui essaie de faire avouer Raskolnikov: «Pour le moment,
vous avez seulement besoin d’air, d’air, d’air!» (638; 6, 351). L’air
(dux) est aussi 'ame (dusa). Toutes les pierres des murs, de la
ville entiére, auxquelles s’ajoute la pierre dans une cour, sous
laquelle le meurtrier a enfoui les objets et I’argent volés — autre
symbole puisé dans le réel, telle la pierre obstruant le tombeau de
Lazare — crient 'ensevelissement de Raskolnikov avant méme la
lecture de la résurrection de Lazare. Tout ce faisceau de paroles
apparemment anodines, de réel sollicité, représente le visible pour
atteindre I'invisible ' afin que triomphe le spirituel du symbole
qui va suivre. A quoi il faut ajouter 'oubli freudien du héros que
le génial analyste qu’est Dostoievski se garde bien de rappeler,
sachant que le lecteur, lui, s’en souvient. Raskolnikov a cependant
inconsciemment enregistré la discussion qu’il a eue avec
Porphyre Pétrovitch a propos de I'article, lui aussi oublié, sur les
hommes exceptionnels s’arrogeant le droit de verser le sangpour
accomplir leur mission. Contestant la théorie de 1'étudiant —
sur quel critéere ces hommes fondent-ils leur supériorité? — le
juge s’était emparé de I'expression «Nouvelle Jérusalem» lancée
par Raskolnikov pour lui demander s’il croyait en Dieu... et a la
résurrection de Lazare! Le désir refoulé de Raskolnikov a forcé le
barrage de la mémoire rétive. Commence la lecture.

La véritable étrangeté de la scéne provient d’autre chose qui
est 'apanage des grands romanciers, de Dostoievski mais aussi
de Tolstoi, a savoir la charge divinatoire, le don de la divination
prété aux héros. Le romancier commente les réactions des deux
protagonistes comme si Sonia savait déja que Raskolnikov était
I'assassin, donc un «malheureux» a remettre sur le droit chemin
de la foi en Dieu. Comme si Raskolnikov assimilait presque
consciemment sa mort spirituelle et sa décomposition a celle de
Lazare, en un mot, prenait la place de ce dernier, pour conna“tre la
bonne nouvelle de la résurrection. Ainsi lorsque Sonia lit le verset
37 «Ne pouvait-il pas, lui qui a ouvert les yeux de 'aveugle-né,
faire aussi que cet homme ne mourtt pas?», 'auteur ménage
une pose, dirige notre attention sur Raskolnikov qui regarde
Sonia «avec émotion». Il nous donne a penser que le héros
suffoquant, se sentant mourir et ne le voulant pas, songe qu’il est

12

Ep“tre aux Hébreux, 11, 3.
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un aveugle-né, a la conscience obscurcie par I'idée qui le posséde.
Plus méme, Dostoievski entre dans la pensée de Sonia, répéete
d’abord la phrase «Ne pouvait-il pas lui qui a ouvert les yeux d'un
aveugle...» et transcrit le discours intérieur de Sonia: «Et [ui aussi,
lui, aveuglé et incroyant lui aussi, il va tout de suite entendre, il va
croire..» (452; 6, 251).

Encore plus significatifs sont les versets 38, 39, 43, 44:

«Jésus donc, frémissant de nouveau en lui-méme, se rendit au
sépulcre: c’était un caveau, et une pierre était posée dessus, Jésus
dit: «Otez la pierre». Marthe, la sceur de celui qui était mort, lui
dit: «Seigneur, il sent déja, car il y a quatre jours qu’il est la».”

Etle commentaire du romancier: «Elle appuya énergiquement
sur le mot quatre». Sonia ignore certainement la croyance juive
selon laquelle I’ame réde encore trois jours autour du corps. Elle
insiste surtout sur la mort survenue et la puanteur — le verbe
russe smerdet’ est plus fort que notre sentir, — la pestilence
que Raskolnikov dans son for intérieur associe aux miasmes de
la ville et de son ame. Elle «pédalise» pour reprendre le terme de
Bakhtine, le chiffre quatre (en italique chez Dostoievski) commie
si elle savait qu’apres les meurtres Raskolnikov avait vécu quatre
jours de délire, qu’il s’était tué spirituellement et depuis, enfermé
dans sa déréliction, puait littéralement et se décomposait. Dans la
conscience de I'assassin, ce quatre sonne le glas. En liant la Sainte
Parole au flux de conscience, le génie du romancier dramatise le
symbole.

Chaque pause commentée entre les versets est lourde de sens. Les
versets 43 et 44 ot Jésus crie d’une voix forte « “Lazare, sors!” Et le
mort sortity sont coupés par une parenthése de 'auteur. Ils repren-
nent ensuite: «...les pieds et les mains liés de bandelettes, et le visage
enveloppé d’'un suaire. Jésus leur dit : “Déliez-le et laissez-le aller "».
Comment ne pas voir dans ces bandelettes et ce suaire tout le tissu
complexe des alibis que se donnait I’assassin, les ceilléres, qu’enfin
lucide il énumeérera a Sonia lors de son aveu. A savoir, les prétextes
humanitaires: sauver sa meére, sa sceur, lui-méme, I'"humanité en-
tiére, instaurer un nouvel 4ge d’or, la Nouvelle Jérusalem; extirper
les fléaux sociaux: la misére, 1’alcoolisme, la prostitution, I'usure;
réver d’étre un Napoléon, un surhomme a qui «tout est permis» et
dont il se croit un élu. Ce suaire, ces bandelettes qui tombent sont les

15 En russe: «Gospodi! uze smerdit, ibo cetyre dnja, kak vo grobe».

17



Jacques Catteau

figures de I’aveuglement menant au crime, les linges ensanglantés de
sa propre mort aussi. Du moins imagine-t-on ainsi le retentissement
de ces paroles de résurrection dans I’ame de Raskolnikov.

Curieusement, Dostoievski ne cite pas les versets 5 a 18
sur la maladie de Lazare et sur cet étrange atermoiement de
Jésus — «Le ma“tre de la mort», dit Bossuet — qui ne se rend pas
immédiatement a Béthanie, auprés de Lazare, et s’exprime en
paroles sibyllines, du moins pour les disciples: «Cette maladie ne
mene pas a la mort, elle est pour la gloire de Dieu», « Notre Lazare
repose, leur dit-il, mais je vais aller le réveiller», et ce commentaire
de Jean: «Jésus avait parlé de sa mort, mais eux pensérent qu'il
parlait du repos du sommeil»." Le lecteur n’y a pas droit, mais
Sonia les lit et Raskolnikov les entend. Son ame orgueilleuse
n’en saisit pas encore le sens. Ce non-dit du romancier est, au
demeurant, provisoire: le verbe johannique ne pénétre pas encore,
sur ce point de la maladie, 'ame endurcie de Raskolnikov qui,
rappelons-le, méme au bagne, ne se repent pas, persuadé qu’il
est de n’étre qu'un «pou esthétique», d’avoir été simplement la
victime d'un «ratage», d'un échec. La maladie n’est pas encore
diagnostiquée, ni éradiquée.

Elle ne le sera qu’a I’épilogue qui prolonge superbement le sym-
bole initié par la lecture de la résurrection de Lazare, celui du pas-
sage nécessaire par la mort pour accéder enfin a la Vie. Reportons-
nous aux derniéres pages du roman. Raskolnikov purge sa peine au
bagne, il se cabre toujours et est rejeté par les bagnards qui le traitent
d’athée et le lui font vertement sentir. Or la maladie vient a le frapper
pendant laquelle il a un songe révélateur qui diagnostique celle, plus
profonde, qui le minait avant le crime. Dans ce miroir visionnaire
qu’est le réve, sur I’écran prophétique de I’onirisme, sa longue obsti-
nation et son erreur opiniitre s’éclairent: «Il voyait dans sa maladie
tout I'univers en proie a une sorte de peste épouvantable inouie, ja-
mais vue, venue des profondeurs de 1'’Asie sur I'Europe. Tous devai-
ent périr, en dehors de quelques élus en tres petit nombre. I1 était ap-
paru de nouvelles trichines inconnues, des créatures microscopiques
qui s’installaient dans le corps des hommes» (755; 6, 419).

La suite décrit le processus de la maladie: chaque homme se
persuade qu’il est le seul a détenir la vérité, surestime sa propre

14 Cité d’apres la Bible de Jérusalem. P. Pascal avait choisi pour sa traduction la

Bible Crampon.
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intelligence, est désormais inapte a distinguer le bien du mal, bref,
creve d’orgueil. Un tableau apocalyptique, gigantesque fresque, est
alors mis en scéne par l'inconscient: famines, incendies, carnage,
guerres fratricides, anarchie et destruction. Dans ce douloureux
cauchemar, Raskolnikov projette sa propre tragédie sur la toile de
fond de I'univers et de I'humanité entiére, il transfére son mensonge
aux autres, au monde. Sur cet agrandissement onirique, lui appara’t
clairement la nocivité fonciere de son idée, de sa théorie aberrante,
de son orgueil mortifere. La vision apocalyptique de I'humanité a
feu et a sang est une véritable illumination: la maladie n’est autre
que la tragique liberté de I'homme et, sa conséquence, I’éternel com-
bat que se livrent dans le coeur humain le mal et le bien, Dieu et le
diable, comme I’écrira plus tard Dostoievski dans les Fréres Kara-
mazov. Il faut la vivre et mourir pour ressusciter. Le songe se clot
sur des mots d’espérance: «Dans tout I'univers il ne put se sauver
que quelques individus: c¢’étaient les purs et les élus destinés a en-
gendrer une nouvelle race d’hommes et une nouvelle vie» (757; 6,
420). Terrible maladie que Jésus laisse agir pour «la glorification
de Dieu» (Jn, 11, 4). Soudain s’éclaire I’apparent atermoiement de
Jésus pour se rendre aupres de son ami malade Lazare: I'épreuve du
passage par la mort est nécessaire, pour Raskolnikov aussi.

Curieusement, dans la phrase concernant les rescapés de la
conflagration universelle, Raskolnikov retrouve son idée premiére
d’élection. Mais elle s’est métamorphosée. Elle répond a la sug-
gestion de Porphyre Pétrovitch qui essayait de convaincre Raskol-
nikov d’un possible relévement: «Soyez un soleil, et tout le monde
vous verra. Un soleil a besoin avant tout d’étre un soleil» (638;
6, 352). Or le soleil, Raskolnikov, le bagnard, le voit qui inonde la
steppe immense: «La-bas, c¢’était la liberté, 1a-bas vivaient d’autres
hommes qui ne ressemblaient en rien a ceux d’ici, la-bas le temps
était comme arrété, comme si n’étaient pas encore révolus les
siecles d’Abraham et de ses troupeaux» (758; 6, 421). Vision bi-
blique qui nous rappelle que la liturgie orthodoxe assimile le Christ
au soleil. De la résurrection de Lazare, on passe a celle du Christ
que Jean relie explicitement dans son évangile. Ne fait-il pas de
ce miracle la cause immédiate du complot des grands prétres, de
I'arrestation de Jésus et de la crucifixion? Et, plus profondément,
I’événement préparant la résurrection du Christ, qui fonde, unifie
toute ’humanité dispersée, désemparée, que Raskolnikov avait en-
trevue dans son songe.
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Il peut enfin sortir de son enfer personnel et amorcer
I'expérience de 'amour. Celui-ci, on le sait, survient par Sonia:
«Il I'aimait sans bornes, enfin était arrivée cette minute...»
Raskolnikov dépouille en lui le vieil homme: «Tout, méme son
crime, méme sa condamnation et sa déportation, lui semblait
maintenant dans ce premier élan, quelque chose d’extérieur et
d’étrange...» (759—760;6,421—422). Alamaladie quile paralysait
s’est substitué 'amour. La encore, résonne la lecture du chapitre
onziéme de Jean, ot I'évangéliste insiste sur 'amour que porte
Jésus a Lazare: «Celui que tu aimes est malade», font dire Marie
et Marthe au Christ. Sonia qui loge chez les Kapernaoumov dont
le nom évoque Capharnaiim, situé non loin de Magdala, est la
pécheresse repentie et aimante, Marie-Madeleine, qui n’est pas
la méme que la sceur de Lazare évoquée dans Jean, mais Marie
cependant, capable d’obtenir de Jésus qu'il ressuscite Lazare, et
donc Raskolnikov.

S’il fallait une preuve derniére pour démontrer la continuité
voulue du symbole, allons au finale du roman. Raskolnikov a un
Evangilesoussonoreiller —ainsique Dostoievskidanssaforteresse
d’Omsk, le pénitencier ot il passa quatre années de 1850 a 1854.
11 le prend machinalement: «Ce livre appartenait & Sonia, c’était
celui-la méme dans lequel elle lui avait lu le récit de la résurrection
de Lazare» (760; 6, 422). A lui, le meurtrier qui, jadis, était venu
la voir a la onziéme heure — autre symbolique biblique — lui,
a qui il reste sept années encore a passer au bagne — toujours la
symbolique des chiffres — au terme desquelles il aura a accomplir
«un long exploit», a vivre «une rénovation progressive», «une
régénération graduelle». Chez Dostoievski, la résurrection
d’entre les morts, lui qui, & sa sortie du bagne, vécut I'expérience
littéralement, spirituellement en adhérant au Christ, demeure
toujours une ceuvre lente, difficile et souterraine.

Apres L. Chestov dans son Dosto evski et Nietzsche, philosophie
de la tragédie, K. Motchoulski dans Dosto evski, la vie et I'ceuvre
pense que I'épilogue de Crime et chdtiment est surajouté et artifi-
ciel, qu’il est un «voile pudique» jeté sur Raskolnikov, qui périt tel
un héros tragique dans sa lutte avec le Destin aveugle, et «le men-
songe pieux» d’une renaissance rejetée dans les brumes de I’avenir."

15 Motchoulski C. Dostoievski. Paris, 1963. P. 259.
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M. Bakhtine est du méme avis, pour une autre raison: I'inacheéve-
ment et 'inaboutissement sont inhérents a la vision littéraire de
Dostoievski qui poursuit indéfiniment la dialectique polyphonique.
Leur jugement, dicté par une prédilection pour le Dostoievski tra-
gique, visionnaire du drame indicible de 'homme, prive malheureu-
sement le roman de sa symbolique transcendante, de son souffle spi-
rituel, de son message chrétien. Or, comme nous avons tenté de le
montrer et d’autres exégeétes plus attentifs avant nous, cette symbo-
lique de la mort et de la résurrection de Lazare, avec en arriére-plan
grandiose, celle du Christ, anime le roman, du premier chapitre a la
derniere ligne de I'épilogue. Patiemment ourdie jusqu’a la rencontre
pathétique de Sonia et de Raskolnikov, elle culmine dans la lecture
du récit de Lazare que fait Sonia, électrisée par sa faculté divina-
toire et prophétique, et qu’entend 'aveugle Raskolnikov moisson-
nant sans le savoir et ensilant dans son cceur les grains qui, plus
tard, au bagne, germeront. Sa résurrection aura-t-elle lieu? Le ro-
mancier trop lucide recourt au futur. Il n’est point dit aussi, dans le
chapitre johannique, que Lazare, aprés sa résurrection, soit devenu
autre. Quoi qu’il en soit, Crime et chdatiment, roman sombre et tra-
gique du naufrage de Raskolnikov, se cl6t par une plage d’espérance
et de lumiére, annoncant le «cinquiéme évangile» voilé que sera
I'ceuvre a venir, I'Idiot.



Hamawn Tamapuerro

CKPBITASI HUTATA KAK OTCBIAKA
K JKAHPOBOM TPAAMLINM
(«ITpecTymaeHmne 1 Haka3aHME»)

Pasnmunst MeXXAY yumamotl B TPaAMMOHHOM («y3KOM» ) 3HA-
YEeHUU — KOTPBIBOK M3 AUTEPATYPHOTO MTPOU3BEAEHUSI, TTPUBOAN-
MBIV C AOCAOBHOM TOYHOCTBIOY»,' — M TAKUM BOCIIPOU3BEAEHUEM
YY>KOTO TEKCTA, KOTOPOE B 3TOM AOCTATOYHO TOYHOM CMBICAE IIU-
TATOM He sIBAsieTCsT (CP.: ann03Msl, DEMUHUCIIEHIINS ), XOPOIIO U3-
BecTHbI. HOo OHM moKa elje HMKaK He CBSI3bIBAAMCH C ITPOOAEMOIT
«4y>koro aBTopcTBay.’ MesxxAy TeM BO3MOSKHDI, IO KpayiHey Mepe,
06a NPUHYUNUANLHO haA3NAUUHBIX 6apuaHma meopueckoll opueH-
mayuu yumupyiowezo asmopa Ha cozdamens nhugoouMozo mek-
cma. A\pyroy aBTop MOXKeT pacCMaTPUBATLCSI B IEPBYIO OYePEAD
Abo KaKk MHAMBUAYAABHOCTD, AMOO, HATTPOTUB, KAK HOCUTEAD UAU
TpaHcOpMaTOp AUTEPATYPHOV TPAAULIMM, HATTPYMED, SKAaHPOBO.

DopmanbHast 8b10e71eHHOCHb, TMOUHOCHbL BOCITPOU3BEAEHMST U ITPSI-
Mast OMCbIZIKA K UCTOYHUKY CBUAETEABCTBYIOT, [TO-BUAMMOMY, O KYAb-
TYPHOVI (AMTEPATYPHON ) 3HAYMMOCTH AHOPCMBA 1, ChAeAOBATENBHO, —
0 cobAIOAeHMM aBTOPCKMX 1paB. Haobopor, HedvldeneHHocmb 4y5K0ro
TEKCTa, ero AHOHUMHOCHb VI HeTMOYHOCHb BOCTIPOU3BEAEHVSI MOTYT
OBITH CIIOCOOOM YKa3aHWSI HA [TEPBOCTENEHHYIO 3HAYMMOCTb Mbaduyuu,
KOTOPOW MPUHAANESKUT ITOT TEKCT; aBTOPCKAST )K€ MHAMBUAYAABHOCTh
A€NaeT MMEHHO ero B 3TOM OTHOIIEHNN HanboAee Perpe3eHTaTUBHBIM.
B takom caydae ykasaHue aBTOpCTBA MOTAO Obl CMECTUTH AKIJEHT.
TTosTomy npuemom, Hanbonee apeKBATHBIM ITOCTABAEHHOWM 3aAave,
OKa3bIBAETCS « A€ABTOPU3AIINSD IIUTUPYEMOTO TEKCTA.

! Nureparypnast aHumraoneAans. CaoBapb  AMTEPATYPHBIX  TEPMUHOB:

B21.M,; A, 1925. T. 2. Ct6. 1086.

2 Cwm., nanpumep: Cemenosa H. B. IJutara B XyA0XKeCTBEHHOM Tpo3e (Ha Ma-

Tepuane rponssepennit B. Ha6okosa). Teepnb, 2002.

© H.A. Tamapuenxo, 2011
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TTockoAbKY ANSI MHOTMX aBTOPOB MPUHAANEKHOCTD MPOU3BEAE-
HUSI K TOMY UAY MHOMY >KaHPYy — BOTIPOC He GOPManbHbIA (yIUTHI-
BAETCsl «MaMsITh KaHPa» ), OTBET HA HEro BaXKEH AASI TTOHMMAHMST
cvpicna Tekcta. CKpBIThIE IIMTATBHI MOTYT CAYKUTH CHEIManbHBI-
MU 3HAKAMU VAV YKA3AHUAMU Ha JKAaHPOBYIO TPAAUIJUIO, KOTOPAs,
M0 TIPEATIOAOXKEHUSIM aBTOPA, AOAKHA OBITh YMTATEAID M3BECT-
Ha. VICXOAST M3 BBICKA3aHHBIX TTPEATIOCHINOK, OOPATUMCST K TEKCTY
«IIpecTynaeHus n HaKa3aHMUSY, YTOOBI BBISICHUTD, Ha KAKYIO MMEHHO
SKAaHPOBYIO TPAAMIIUIO aBTOP OPMEHTMPOBAA unTateas. [Ipu aTom
HEOOXOAMMO Y4€CTb, YTO AMTEPATYPHOCTH CUTYAIIMIA U TOCTYITKOB,
KOTOpasl, KaK MPaBUAO, AKCIIAUIMPYETCST TOBECTBOBATENEM, B PO-
MaHax /\OCTOEBCKOTO BXOAUT B KPYTO30P CAMMX TIEPCOHAKEN.

OpaHa 13 AMHUI TAKOVI AEMOHCTPAaTUBHOM ITPEEMCTBEHHOCTH —
cBs13b ¢ «[InkoBOM pamMoOr» — AAaBHO M3BecTHA OnAaropapst B 0CO-
6eHHOCTH HeKOTOPBIM HabatopeHusiM A. /\. Bema (cnoBo «rpadpu-
Hs» B Ananore Paszymuxmna ¢ Packoabunkosbim) n M. M. Baxtu-
Ha (06pas cMeromencst MEPTBOVT cTapyxu B cHe PackoabHukosa).®
M 3ydeHne poan caydasi B CIOKeTe POMaHa AU CUCTEMBI CAOBEC-
HBIX TIOBTOPOB B €ro TEKCTe TMO3BOAMAO PACIPOCTPAHUThL aHa-
NOTHMIO Ha APYrux rnepcoHaxen — /\msasety, CBuppurayinona.’
Ho B kavecTBe agmopckux ykazaHuil Ha MPUHAANEKHOCTH 060-
VX TIPOUBBEAEHUN K 00uWell ANST HUX >KaHDosot mbaduyuu Takue
CNOBeCHbBIE M 0Opa3Hble MEPEKAMYKI [TOYTY HE MHTEPITPETUPOBA-
ach.’ O Kakovt sKke MMEHHO TPaAULIMM MOKET MATU Pedb?

Hamnomnro BHauane To mecto B «[IpecTynnennn n HakazaHmm»
(ananor Pazymmuxuua ¢ PackonbHMKOBBIM), HA KOTOpOE yKasan
A.N\. bem:

5 Bbem A./\. Orpaxkenust «IIukoBort pamb» B TBOpYecTBe J\OCTOEBCKO-
ro // Slavia. 1929—1930. VIII, xu. 1. C. 99; Baxmun M. M. Co6p. cou.: B 7 1. M.,
2002. T. 6. C. 190. Dra cBsI3b pacCMOTPEHA TAKIKE B PSIAE HAMMX Ty OAMKAIINIL.

4 Cm.: Nomman FO. M. «I1ukoBast Aama» 1 TeMa KapT ¥ KAPTOYHOV UTPBI B PYC-
ckoit anteparype Hadana XIX Bexa//lomman FO. M. M36p. craten: B 3 1. Tan-
nmn, 1992. T. 2. C. 404—405. Cp.: Kpoo K. «Tsopueckoe croso» @. M. \ocroes-
ckoro — repoit, tekct, uareprexct. CII6., 2005. C. 98—145; Anvmman M. C. No-
croeBckuit: o Bexam umeH. Caparos, 1975; Awumbaesa H. T. \ocTtoeBckuii.
Konrexcr TBOopyectBa n Bpemenn. CII6., 2005. C. 23; Tuxomupos b. H. «/\azapn!
rpsiant Bon». Poman ®@. M. Aocroesckoro «IIpecryrninenne n HakazaHme» B cCOBpe-
meHHOM ripouteHnn: Kuura-kommenrapuit. CII6., 2005. C. 133, 219, 267 u ap.

> Cm. 06 atom: Tamapuenko H./\. O >xanpoBoi obmHoct «IInkoBorn pambi»
n «IIpecrynaenust u nakazauus» // XXVI Tepyenosckue urenus. Aureparypo-
Bepenne: Kpartkoe copepskanme poknaapos. /\., 1973. C. 44—49.
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«— O gyem 6pepann?
— Ik Beab Hanaput! Yk He 3a cekper au kakon Goumbesi? He Gec-
MTOKOVCSI: O rpaduHe HUYero He 6bIa0 ckazaHo» (6, 98).°

Hwukakoit rpadpmnayu B uncae nepcoHa’keyt poMaHa, Kak U3BeCT-
HO, HeT. 3amMeTuM Bcaep 3a A./\. Bemom, 4ro, commkas (ckopee
BCEro, HeNmpeAHAMEPEHHO) CBOEro TMPUSITEAS] C MYIIKMHCKUM
T'epmannomM, PazymuxyuH BMecTe ¢ TeM YIIOAOONSIET U «cekperny
PackoapHmkoBa matiHe Tpex KapT, CBSI3aHHOM C IMOTYCTOPOH-
HMM MMPOM U coob1eHHO reporo «IInkoBon pamem» npuspaxom.
Ho B Takom cnaydae paccMOTpeHHBIVT AMAnOT COOTHECEH C Pasro-
BopoM PackonbHykoBa u CBUAPUTAaNAOBA O MPUBUAEHUSIX.

B pacckaze CBuapurarnosa o Tom, Kak emy rnoxonHast Mapga
ITeTpoBHAa «SIBASITLCSI UBBOAUTY» UAU KAK TPUXOAUT MOKOMHDIN JKe
nakert QuanIIl, MPU3PAKU BUASITCSI HASIBY U MIPEACTAIOT B OObI-
AEHHBIX CUTyalUsIX U B OYAHMYHOM 0bOAMKe. 3aMeTUM, 4TO aHa-
NOTMYHBIE OCOOEHHOCTU BUAEeHMS ['epMaHHa MOOYKAANM TTYIIKM-
HJCTOB roBopuTh 0 BamstHMM I'odpmana. Emje maTepecHee anst Hac
paccy>kAeHye pacckazdunka, 1jeab KOTOPOro — AOKasaTh, YTO pe-
anbHOE CyljecTBOBaHMe MPUBUAEHUN, 110 KpAlHEN Mepe, BIIOAHE
BepOSsITHO. /\TOOONBITHO, YTO caMO 3TO paccyxkaeHne CBuApuUran-
NOB ITIPUBOAUT KaK Ube-10 603MOKHOe MHeHUe, M TIOTOMY B TEKCTE
OHO 3aKNI0YEHO B KABLIYKU:

«— Hy a 4ro, ecan tak paccyants (BoT nmomorute-ka): “IlpmuBupe-
HUSI — 3TO, TAK CKA3aTb, KAOYKM U OTPLIBKMN APDYI'MX MMPOB, X HA4YaNO.
3A0POBOMY YE€NOBEKY, PA3YMEETCSI, UX HE3a9€M BUAETH, TOTOMY 9TO 3A0-
POBDIV YENOBEK €CTh HanGoAee 3eMHOM Yen0BeK, a CTAAO ObITb, AONKEH
JKNTb OAHOIO 3AENIHEIO J)KM3HDbIO, AASI TIONHOTDBI M ANSI TIOPSIAKA. Hy a 4y Tb
3abonen, 4yTh HAPYIIUACS HOPMAaAbHBIVI 3€MHOM MOPSIAOK B OPraHU3ME,
TOT4YdC M HAYMHAET CKa3bIBATbCsI BOZMOJXHOCTb APYyroro mmpa, M 4eM
6onblte 6ONEH, M COMTPUKOCHOBEHUI C ADYTMM MUPOM OOABIIIE, TAK YTO
KOrAQ YMpPET COBCEM YeNOBeK, TO IPSIMO U IepefiaeT B APYrovi mup’.
$1 06 aTOM paBHO paccyxkapany (6,221).

«urupyercs» 3pech, B cymHoCTH, cama udes 08oemupus
U BO3MOKHOCMU BCIPey «3eMH020 1eslodeka» C éleHusmu opy-
2020 mupa, m.e. npusudenusmu. Ho sta upess — ocHoBa coBep-
IIEHHO OINPEAENEHHON KAaHPoBoU mpaduyuu, a UMeHHO — 20 U-
weckozo pomara. B pamkax atoro >xaHpa (0cobGeHHO B ero «dpe-
HETUYECKOM» VIAM «Y€PHOM» BapuaHTe) HapyIleHMe «3€MHOIO

6 Nocmoesckuil @. M. TToaH. co6p. cou.: B 30 1./\., 1972—1990. 3aech u panee
CCBIAKYM HA 3TO U3AAHME B TEKCTE C YKA3AHUEM TOMA U CTPAHUIIBIL.
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MOPSIAKA» — 3TO npecmynieHue U OAHOBPeMeHHO 6o7ne3Hb (Hesy-
Myie) repost; ero CO3HaHMe OKa3bIBAETCs Ha 2haHUlye MUPOB: OTCIO-
Aa M MOTMB MPUBUMAEHMIA. 3HAYMM BBIXOA CO3HAHMUS 3a OOIIerpu-
3HaHHbIE MPeAeAbl ( BKAIOYAsi HpABCTBEHHbIE HOPMBI), PABHO Kak
U TO, 4TO AAST PackonbHMKOBA MpUBEAEHHOE PACCY>KAEHME CaMo
1o cebe — cBUAeTeALCTBO cymaciiecTBust. O6a repost AocToeBCKO-
ro BUASIT OONe3HEHHDIE 1 K KDUMMHANBHDIE» CHbI, HEOTAUYMMbIE AASI
HMX BHavane oT pearbHocTu. Kpome TOro, BCTpedy ¢ MelmjaHMHOM,
CITPOBOIMPOBABIYIO COH PackoabHMKOBA O MTOBTOPHOM yOMUIICTBE
cTapyxu, OH BOCIIpMHMMAeET Kak BCTpeuy ¢ npuspakom, mocraHjeM
MHOTO, TOTYCTOPOHHETO MUPA:

«Kto ou? KTO 3TOT BBIIEAIINIT M3-TIOA 3€eMAM YenoBeKk? <...> I'pe sxe
OH TOraa CTOSIA M OTKyAa CMOTpe]\? Hoqemy OH TOABKO TeIllepb BBIXOAUT
u3-mop noay?» (6, 210).”

JA\pyrasi CTOpOHa OTCBIAKYM K TOV K€ KAaHPOBOW TPAAUIIUN —
00Cy>KA€HMe BOIPOCA O MPUPOAE HEOXMAAHHBIX COBITAAEHU
B XOA€ COOBITUI; HA MIEPBBIV B3TASIA, CAYYAMHDBIX, HO TIPUBOASIINX
K MHOIO3HAYMTEAbLHBIM MpPPaIMOHAALHO-HEOOXOAMMBIM (POKO-
BBIM ) CAEACTBUSIM. ¥ \OCTOEBCKOrO:

«— ﬂ K BaM IIeA 1 BAC OTbICKMBAA, — HA4Yan PaCKOJ\I)HI/IKOB, — HO IIO-
4eMy Terepb st BAPYT ITOBOPOTUA Ha -ckui ripoctiekT ¢ Cennornt! S Hukor-
Ad CIOAA He MOBOPAYMBAa0 M He 3ax0Xy <..> Toabko moBopoTHa, BOT
n Bol! DTO cTpaHHO!

— 3aveM xe BBl IIPSIMO He CKaskeTe: 3TO 4yA0!

— IToTtoMy 49TO 3TO, MOXKET OBITh, TOABKO caydan» (6, 356).

TIpexxpe T1OA 3HAKOM aHANOTMYHBIX PA3MBIIIAEHUIT ITOBe-
cTBOBaTenst OblAa MOAAHA B POMaHe BCTpeda repost ¢ A\mM3zaBeTon
Ha Cennovt. HoBbivt BapyaHT cTpaHHOV BCTpeyun M 0cOOeHHO GhaKT
ee 06cykOeHUs TIPEBPANIAIOT CAYYaiHOE COBIIAAE€HME B MOMUG,
MoOysKAasl YUTATENS] AYMATh O TPAAUIIMOHHOCTU COObITUSI. J\evi-
CTBUTENBHO, aHAAOTUYHOE OOCY>KAEHME C MTPAKTUYECKU TEMU Ke
CAOBeCHBIMM (OpMyAaMu HaxOAMM 1 v [TymkmHa:

«— Cayuan! — ckazan OAMH 13 TOCTEN.
— Ckaskal — szametnn Fepmann».®

7 DTO MecTo HU B aKaAeMUYeCKOM cOOpanmu counmHeHmn mcarteas (cm.: J\o-

cmoesckuti @. M. IToan. co6p. cou.T. 7. C. 381), un B kuure 6. H. Tuxomuposa
(cm.: Tuxomupos B. H. «\a3zaps! rpsian Bon». C. 256) He IPOKOMMEHTHPOBAHO.

8 ITywxun A. C. IToaH. co6p. cou.: B 10 7. M., 1957. T. 6. C. 322. Nanree ccuiakmu
Ha 3TO U3AAHME B TEKCTE C YKA3aAHUEM CTPAHMI] B CKOOKAX [TOCAE [JUTATDI.
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K Tomy ke TeMa pPOKOBBIX CAYYaMHDLIX COBMAAEHMI CBsI3aHa
B «IIMkoBOM pamMe» He TOABKO C MI'POV, KaK 4YacTO Ioaararor,’
HO ¥ C NOT'MKOVI pa3BepThIBaHMsI Bcero croxkera. OHa MPUCYTCTBYET,
HaIrpumep, U B TOM, Kak [ epMaHH HEOKMAAHHO AAST ceOsT OKa3ancst
y poma rpadpuan.’ TpapnimoHHa, B 1epByrO o4epeAb, OCHOBHASI
CIOKETHAsI CUTYaIIUsl CTOAKHOBEHUST T€POST C «UPPAITMOHANBHO
cunon»: ¢ Her, cornacHo FO. M. Normany, y [Tymkunua otoxaect-
BAeHa rpaduHst («51 mpumaa k Tebe MpoOTUB CBOEN BoAm» ), a'y J\o-
CTOEBCKOro — cTapyxa-TnpoleHTmuia. '

ITpuBepeHHDbIE HAMM CKPBITBIE UTAThl U3 «IIMKOBOT AaMBI»
BMECTE C OTCBIAKOM K «BO3MOYXHOMY» UCTOYHUKY PACCYKAEHMSI
y CBuppuramnoBa o4epumMBalOT B KaYeCTBe KOHMeKCHa OOImmI
ANST ABYX TIDOM3BEAEHUV TPAAMIIMOHHBI KOMIIAEKC MOTMUBOB.
Ero siaApo — nepexod epanuy: Kak B 06AACTU COLIMANBHBIX U TICU-
XOAOTMYECKUX HOPM, TaK 1 10 OTHOLIEHUIO K PEaAbHOCTU B [JeAOM
(MekAy cAydaeM M 9yAOM, CHOM U SIBbIO, XM3HDBIO M CMEPTDHIO ).
O06BbeAnHSIIONNI ABYX aBTOPOB 006pa3 Mupa 1 4enoBeKa MpuHaA-
NEXKUT, BUAMMO, HE TOABKO I'OTMYECKOMY POMaHy, HO U Oonee
HIMPOKOW U APEBHEN TPAaAUIIMK, HA KOTOPYIO, 1o baxTtuny, yka-
3LIBAET «COYeTaHMe CMeXa CO CMEPThIO» B «0Opase CMeIollencs
MepTBOVI cTapyxm».'? Beaea 3a yyeHbIM HA30BY 3TY TPAAUIIUIO —
3a HeMMeHVeM APYTI'Oro TEPMMHA — «I'POTECKHO-KaPHABANBHOW.

Haxopsich B ee pycae, «Ilpecrynnenve n nakazaume» u «Iln-
KOBasl AaMa» OPMEHTUPOBAHDLI HA ABE CYI]eCTBEHHO Pa3Hble, XOTsI
M TIPEeeMCTBEHHO CBsI3aHHbIE, MOAM(UKAIIUU I'POTECKHON TMPO3bI.
C OAHOM CTOPOHDI, B 3TUX MPOU3BEAEHUSIX CKA3bIBAETCSI BLICOKO
OlleHEHHBIV1 aBTOPaMy ONbIT roTuyeckoro pomana. Eme . A.Ty-
koBckui m Y. ITeccupx™ 3ameTmam, 4TO MOTUB ADbSIBOABCKOTO

9 TIpupasas aTromy ananory B «[InkoBon pame» katovesoe 3navenne, C.T'. Bo-
4apoOB COOTHOCUT KATErOPUM CAYYAsT U «CKA3KM» (MAM «YYAA» ) UCKAIOYUTEABHO
c urpoit — B ee ¢punrocodpckom acriekre. Cm.: Bouapos C.T. Cayuan uan cxas-
ka? // Mymxun B XXI Beke: C6. B yects B. C. Henomusiero. M., 2006. Boszmosx-
HO, YTO BOITPOC 00 OTKAMKAEX HA MTYIIKMHCKYIO MOBECTH (B TOM YMCAe M HA MOTUBBI
caydast M uypa) B «IIpectynnennn u HakaszaHum» He PACCMATPUBAETCSI MMEHHO
10 DTOVI IPUYMHE.

10 Cm.: Tuxomupos b. H. «\azaps! rpsiayt Bon». C. 199.

1 Cm.: lomman FO. M. «ITukoBast pama» u Tema kapr... C. 395—396, 404—405.

12 Cm.: Baxmun M. M. Co6p. cou.T. 6. C. 190.

15 T'ykosckuil I A. Ilymxun u npoGaemsr peanucrudeckoro crunst. M., 1957.
C. 348; Passage Ch.E. The Russian Hoffmannists. Mouton Co. the Hague, 1963.
P.132.
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AoroBopa B moHonore I'epmanHa, obpameHHOM K rpaduHe, cOnm-
JKaeT MyMKMHCKYIO roBecTb ¢ « Menabmorom Cxuransiemy. O cBsizu
pomMaHoB J\OCTOEBCKOI'O C TOTUYECKON Tpaauimeit (1, B 4aCTHOCTH,
¢ Tem xe pomanom Mateiopuna) B 1920-e rr. mucan A.I1. T'pocc-
man.'" Ho ecTp ¥ mpsiMOit OTKAMK Ha (PUHAABHBIA 3MU30A 3TOTO
pomana B ToM MecTe «lIpectynnenns u Hakazauus», rae Packonnb-
HJMKOB CpaBHMBAeT ce0sl C HEKMM [TPUTOBOPEHHBIM. 3a Yac A0 CMep-
TM HTOT [1IEPCOHAXK AYMAET, YTO COTAACUACS OBl XUTDh «HA GblCOME,
Ha cKase... a Kpyrom 6yAyT nponacmu, okeaH, 6euHblil MPaK, BEYHOE
yeAMHeHMe U BewHasl 6yps, — U OCTaBaThCS TaAK, CTOSI HA apIIMHe
MPOCTPAHCTBA, BCIO >XM3HD, TBHICSIYY AE€T, BEYHOCTDLY, MOCKOABKY
«AydIlle TaK XXUTh, 4€M ceyrdac ymupatb!». BoipeneHHsle cnoBa —
He YTO MHOe, KaK COCTaBHbIe dNeMEeHTDI CKPBITON 1uTathl n3 « CHa
Cxuransijay (MeabMoTy, 06pe4eHHOMY Ha CMEPTb, CHUTCSI, 9TO OH
CTOUT Ha Kparo nponacmu, «Ha yTece, BBIAABIIEMCSI HAA, OTHEHHBIM
Mopemy», a Hap HUM — «MPAUHLLIL, HETTPOHUIJAEMDIV BO3AYX» ). "

C apyrovt ctopoHsl, mpoussepenns [lymkuna u AocToeBcKo-
ro MOAE€MUYECKM OPMEHTUPOBAHBI Ha KAMINE COBPEMEHHBIX UM
MOIYyASIPHBIX 00pa3joB ppaHily3ckoro pomana. boaee toro: no-
neMMKa C AMTEPAaTypPHOM MOAOWM ABYX Pa3HBIX 3MOX — pyodeska
1820—1830-x n cepepnnnl 1860-x rr. — Boipaskaercst y Ilymxuna
1 y AOCTOEBCKOrO OAHMMHU U TEMU K€ CAOBECHLIMU HOPMYAAMMU.
Tomcxun yrBepskaaer, uto I'epmaHH — «1uUy0 UCTMHHO pbomaHu-
4eCcKoe» M «Ha ero COBECTHM M0 KpanHen mepe mbu 37100eticmear;
[OBECTBOBATENb K€ BUAUT B ITOM «IIOPTPETE», MOYEPITHYTOM
M3 «HOBEMIIMX POMAHOBY», «yXe nownoe aunoy (343—344).
CBUADUTAaINOB — B OTBET Ha IMOBTOPEHHbIE PacKOAbHUKOBLIM

14 Cm.: I'boceman 2. 11. TToatuka Aocroesckoro.\., 1925. C. 29—31 u ap,;
cm. Takske: Arban D. Les images formatrices de la 1égende du Grand Inquisiteur // Ca-
hiers du Sud. 1965. N 383—384. P. 41—42.

15 Cm.: Meabmor-ckuraner;. Counnenne Martiopensi, aBropa beprpama, an-
owrirones u ipoy./Ilep. ¢ ppany. H. M. (4. 1—6). CII6., 1833. 4. 6. C. 224—225.
Kypcus mon. — H.T.Iloppo6Hoe corocTaBnaeHye MPOBEAEHO HAMM B CTATbe:
Aocroesckuit, Marsropyu u I'roro (K Borpocy 0 »aHpPOBBIX MCTOKAX U CBSI3SIX
«IIpecrynnenus n nakasauus») // IIpo6GaeMbl skaHpa B 3apyOesKHOM AUTEpATY-
pe (Pecniy6ankanckmi c6opunx ). Ceepanosck, 1979. C. 15—27. ViurepecHo, 4To
B COBPEMEHHOM [1€PEBOAE TEKCTYaAbHOE CXOACTBO €llje OYeBUAHEN: «Ha BEPILINHE,
Hap MPOMACTbIO, HA BLICOTE», @ UMEHHO — Ha «CKaae» Ha/\ BEYHO OYIIYIOIUM «OKe-
aHOM» M [TOA «HEITPOHMI]aeMOI0 KpoMelnHow TbMon» (Memviopur 4. P. MeabmoT
Ckuranery. M., 1983. C. 526—527). A\ocToeBCKOMY pOMaH MOI' GbITb AOCTYIIEH
¥ BO paHI]y3CKOM ITepeBOAE: BO3MOYKHO, OH ObIn GOAee TOUYeH.
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«Nownbley CAYXM O ero 3nodesHusx (TOXKe Tpex: 3Aech TMPSIMO
YIOMSIHYTBI «pebeHox» 1 naxent Duauri, HO B APYIUX MecTax
peub maa u o Mapde IlerpoBHe) — nutupyer Boipakenune Tom-
CKOro: «$l BUIKY, 4TO AEMCTBUTEALHO MOIY IOKa3aTbhCsl KOMY-
HMOYABL nuyom pomaruueckum» (6, 364—365; BoipeneHO Be3ae
muoyt. — H.T.)."

V Ilymkuna nprBepeHHast HAMU peranka ToMCKOro, 3aMmevYaHnst
rpaduHM O «KHBIHEITHUX» POMaHAX M OT3bIB O HUX ITOBECTBOBATEASI
OTCDLIAAIOT YMTATEAS] K TAK HA3bIBAEMOV «HEUCTOBOVY QPAHITY3CKON
cnoBecHOCTH. PaKTDI, CBUAETENBCTBYIONIE O TEKCTYANBHBIX CBSI-
351X MYIKMHCKOV IMTOBECTY C HEKOTOPBIMMU TPOMU3BEAEHUSIMI PAHHUX
Banszaka u I'toro, a raxske JKionst JKaneHa, rmpeacTaBAsIIOMMU
3TY AMTEPATYPHYIO IMKOAY, OCBellleHbl MHOIO B Apyron pabore."’
CBUADPUTAMINOB XK€, HECOMHEHHO, UM€eeT B BUAY IOy ASIPHENIIINIA
B 1840—1860-x rr. (ot @. Cynabe, A. Aroma u . Cro oo «OTBep>KeH-
Hbix» B. I'toro n « Pokam6oas» I1. [Toucon ato Teppariast) «pomaH-
denbeTon»,'® KOTOPLIN BITOCAEACTBMM ObIA HA3BAH «aBAHTIOPHO-
Tpymo6HbIM» (M. M. BaxTuH ) nan «ConmanbHO-KPUMMUHANBHBIM»
(O. LlexuoBuep)."

K uncay «oTpaskeHnm» 3TOro rnocAeAHero skaHpa B Kpyroszopax
niepcoHaxken «IIpectynaenns u HakazaHUs» OTHOCUTCSI BCTpeYa
CBuUApPHUTAAOBA B €M0 HOYHOM «KOIlleMape» € A€BOYKOM (KOTO-
poy OH TibITaeTcst moMoYb, kak JKau Banwxkan Koserte) m mo-
SIBA€HME Yy Hee «AUIIA TPOAAKHOV KamMennu n3 GpaHIjysKeHOK» .

6 U 3T0 MecTO He KOMMEHTUPYETCSI KAK B dKAA€MMIEeCKOM M3AAHMM TEeK-

cra Nocroesckoro (cm.: Aocmoesckuit @. M. IToan. co6p. cou.T. 7. C. 396),
tak u B kumure b. H. Tuxomuposa (cm.: Tuxomupos B. H. «\asaps! rpsiavt Bon».
C. 379). Cp. Hamm Habaoaennst B cratoe: Tamapuernxo H. /\. O sxaHpoBOM CTPyK-
type «IIpectynnenust u Hakazauus» // TIpoGnaeMbl xaHpa B MCTOPUM PYCCKON
u 3apy6esxHoit anreparypel. Kemeposo, 1976. C. 84.

17 Cm.: Tamapuenro H. /\. K npobaeme «IlymxyH u rorTmdeckast Tpapnnms»:
>kaHpOBB KOHTEKCT «ITnkoBont pamobr» // Toroab u [Tymkuu: Yerseproie Toro-
neBckue urenms: C6. poknapos. M., 2005. C. 208—221.

18 06 aTOM XaHpPe U, B YaCTHOCTH, O IIPUHAANEKHOCTU K HeMy pomaHa ['toro
cm.: ITaxcapvsan H. T. @pepepux Cyabe u cTaHOBAeHMe poMaHa-(penbeToHa
B XIX B. // @pannysckas anreparypa 30-x—40-x ropos XIX Beka: « Bropast npo-
3a». M., 2006. C. 132 n pp.

19 Cm.: IJexrosuyep O. AOCTOEBCKMI M  COLMANbHO-KPUMMHAABHDLI — PO-
maH 1860—1870-x ropos // Vuen. zan. AT'Y. Cep. puaon. Hayk. Beim. 4. Ne 47.
., 1939. C. 273—303.

20 Buammo, orcbiaka kK pomany A. Aroma-cpiHa «/\amMa ¢ KamMeaMsiMm», KO-
Topbt /\OCTOEBCKMIT XOpOoIo 3Han (00 3TOM CBMAETEABCTBYET M TEKCT pOMaHa
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A B croxeTe — ABOVICTBEHHAsI POABL ATOT'O 3Ke [ePCOoHaXKa: TO OH —
GoraTbli1 COBpATUTEND, MOKYIAIOIMIA OHYI0 AOYb OEAHBIX pO-
AUTENEN, TO — OeCKOPBICTHBIM Onaropetenb aAetert KarepuHbr
WMBanoBHbl. C CIOKeTHBIMM IIITAMIIAMY POMaHa-(penbeTOHa COOT-
HeCceHO Taxxke napannenvHoe ydactue \y>kuHa B cyabOe A\yHH,
a PackonpHukoBa — B cypbbe cembu MapmenapoBoix. [lepBoro
MaHUT POAb «ONaropeTens», Ha KOTOPOTO AONKHBI CMOTPETD «KAK
Ha nipoBupenue» (6, 235, 277). Bropoi, Ha npakTuke Gararope-
TEAbCTBYSI U3 MUICKPEHHETO COCTPAAAHMSI, TEOPETUYECKU ITY PONb
OTBepraer, IPUPaBHMUBAST €€ K «ITOAAOI» poan yomiirsl — «9To-
Obl MOMOraTh, HAAO CHa4Yana MpaBo Takoe MMeTh, He To: “Crevez
chiens, si vous n'étes pas contents!”» («Iloapbixanre, cobaxu,
ecan Bbl He coraacHbi!», 6, 174). VI B camoM pene, poab «6Gaaro-
AeTens», AeVMCTBYIOIIEro BO UMsI «BCeOAArOTro MTPOBUAEHUST», AASI
PackoabHMKOBa — OAHO M3 BO3MOSKHBIX OTPAaBAAHUN yOUICTBA.
Ha npakTuke >xe, 0OAHAKO, «TPABO TOMOTATh» OKA3LIBAETCSI, C €70
TOYKM 3PEeHUs], HEOCTIOPUMBIM, TPUYEM Kak pa3 B TOT MOMEHT,
Koraa /\y>knH BBICTYITMA B 60nee CBOVICTBEHHOI eMy (HO He MeHee
KAMIIMPOBAHHOM ) POAM MCTUTEAbLHOro knegemnuka. CooTHece-
HME B aBTOPCKOM KPYro3ope >XM3HEHHbIX POAeV Pa3HbIX MepCco-
Ha’ker C OAHOW M TOM >Ke >KaHPOBOW TPaAUIIMel OTTEHsIeT Cylie-
CTBEHHbIE PA3AVYUST MEXAY HUMMU.

Ananornunyro (QyHKIUIO MMeeT Bocrpusitue cobbitun Ka-
TepuHOM JIBaHOBHOM, B raazax KOTOPOM MeXAY SKM3HBIO U PO-
MaHOM HeT pasamumit. AumepamypHuie kauule, C ee TOYKU 3pe-
HMsI, — 00Iasi M BIIOAHE TTOAXOASIIAST XapaKTePUCTUKA Pa3HbIX
nepcoHaxxer. Ho >kxu3HeHHas! MpakTHKa, OocBemjaeMasl ¢ APYrmux
TOYeK 3peHMsI, IPOSIBAsIET U akljeHTupyeT nx anrtarounsm. O Pac-
KOABHMKOBE OHA TOBOPUT:

«... HAaM 1rtoMoraeT OAH Be]\MKOAyLHHbH;I MOJ\OAOI;I YenoBek, MMefOH_]MI;I
CpeACTBa 1 CBsI3N, 1 KOTOPOTO Cemen 3axap0BM'{ 3HaA elje B AeTCTBeE...»
(6, 141).

W moutn TOT ke HaAbGOP NEeKCUYECKUX HMITAMIIOB — I10 TTOBOAY
Ny>xknna:

«... BNArOpOAHENMIINIT, BEAMKOAYITHENIINI YeAOBEK, C OTPOMHENIIN-
MU CBSI3SIMU M C COCTOSIHMEM, OBIBIINIT APYT €€ TIeEPBOro MysKa, TPUHSITHIN
B AOMe €€ OTI]a M KOTOPBbIN 06enjan yroTpeduTh BCe CPEACTBA, YTOODI BbI-
XNOTIOTATH €M1 3HAYUTENBHDIN TTeHcuon» (6, 292).

«Hanor»). Cp.: Tuxomupos b. H. «\azaps! rpsan Bon». C. 404.
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HeyanBuTenbHO, 9TO B 3TOM cayvae 3HaKOBast purypa 6aaro-
AETeNsl, KOTOPBIM CIacaeT «YHMXKEHHBIX M OCKOPOAEHHBIX»,” —
MpU BCEIT OYEBUAHOCTHM CBOETO AUTEPATYPHOTO TPOUCXONKAE-
HUST — He MOKET ObITh BO3BEAEHA HU K KAKOMY OIMpPeAeNeHHOMY
ncToyHMKy. VI, Hao6OpOT, TpMBEAEHHAsT BbIlle (pPaHITy3CcKast
¢ pasa PackonbHnkoBa npepcTaBaseT co00M yumamy — MpsIMYyIo,
XOTST M HECKONABKO HETOYHYIO — 13 pomaHa ['toro «OTBepskeH-
Hble» (YacTb TpeThs, KH. 8, ra. I[V).#

Ha cBs13b pomanoB \OCTOEBCKOI'0O ¢ «pOMaHOM-(PenbeTOHOM»
N TI. T'poccman Takske ykaspiBan.” \pyrumm mMcCAeAOBaATEASIMU
OBLIAM 3aMedYeHbl M OMTPeAENEHHbBIE CIOKeTHDIE TTepekandkn «IIpe-
crynnaeHnst M Hakaszauus» ¢ «OTBepskeHHbIMM».” Ho BHe monst
3pEHUST OCTABANOCH YAUBUTEABHOE CXOACTBO MTOAEMUYECKUX Pe-
akimi [lymkmuaa 1 /\OCTOEBCKOTO Ha COBPEMEHHYIO MM >KaHPO-
Byto MoAy. OHO He CAyYarHO: MOAOWM CTAaHOBUAMCH CMEHMBININE
APYT ApyTra HOBEMINME MCTOPUYECKIE BAPUAHTDI TOV CAMO JKaH-
poBot Tpapuiyuu (rpOTECKHO-KApHABanbHOM ), KOTOpPYIO 006a
mcaTensl BOCIIPUHSIAM TaKKe B €€, YCAOBHO TOBOPSI, «Knaccude-
CKOVI» M BMeCTe C TeM Io4YTH 3abbiTon ¢popme, T.e. B GOpMe ro-
Tndyeckoro pomana pybeska X VIII—XIX BB. «Poman-penveron»,
KaK TIOKa3aHO B CHEIMAaAbHBIX MCCAEAOBAHUSIX, TPEEMCTBEHHO
CBsI3aH C «HEMCTOBOWM» AUTEPATYpPOM, a Yepe3 Hee — C roTuye-
CKUM POMaHOM. >

C Taxkov TOYKYM 3pEHMST AAAEKO HE CAYIANTHBIM ITPEACTABASIETCST
daxT HanMbonee TECHOTO M TAYOOKOTO COAMIKEHMST ITPOV3BEAECHUI
Nocroesckoro u [Tymkunua c HeGoabion nmosectsio B. I'oro «1To-
CAeAHUIT AeHb MPUTOBOPEHHOro K cMepTm». O6 OTKAMKe HA Hee
B «IIpectynaennn n Hakazanum» mucan B. B. Bunorpapos, npuaem
pedb [na MMEHHO O I'POTECKHOM (PUTYpe TAMHCTBEHHOWM CTapyXu

2 Cm.: Vepexenudse B.T. CrosxeTHasl CTpyKTypa COLMAanbHO-KPUMUHANLHOTO

pomana // @uaonormyeckmit sxypuan. 2006. Ne 2 (3). C. 237—242.

2 Baaropapio A. M. MaromMepoBy 3a TMOMONb B PasbICKAHMM UCTOYHMKA.
B ynomsnyToix kommentapusix b. H. Tuxommnposa, kak n paHee B caMmoM axkape-
MUYECKOM U3AAHUM, ITO MECTO BOOOIIje He pacCMaTpPUBAETCSI.

% Cm.: I'boccman /. I1. IToatika \ocToeBCKOroO.

2 Cwm.:etmnun A.I'.«IIpecrynnenne nnakaszaume» n«Lesmiserables» // Au-
tTeparypa u mapkcusm. 1928. Ku. 5. C. 20—58; Tamapuerxo H. /\. Tema npecty-
naenust y ITymxuna, Foro u Aocroesckoro // @. M. Nocroesckuit, H. A. Hekpa-
cos: C6. Hayu. Tpypos./\., 1974. C. 23—40.

% Cm. 06 arom: Opanyysckast anreparypa 30—40-x ronos XIX Bexa: « Bropast
nposa». M., 2006. C. 126—127, 129, 135, 181, 183, 190 u ap.
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B cHax repoes ['toro 1 AocToesckoro.” Kpome Toro, opnH n3 nemnt-
MOTMBOB POMaHa, KaK M3BECTHO, — COCMOosHUe nbuzosoperHHo20
K cMebmu, KOTOPOe MHOTOKPATHO IepeknBaeT PackoAbHMKOB.
Breisicuunocs Takke, uto B «IInkoBom paMe» He TOABKO AmManor
TepmanHa ¢ rpaduHen HACDIEH CKPBITBIMU OTKAMKAMM HA pa3-
rOBOP MPUTOBOPEHHOTO CO CTAPYXOW, HO OAHA M3 (Gpa3 MyIKUH-
CKOT'O Teposi B 3TOM AMANOTe MPEACTABASIET COO0I0 KanbKy C OAHOM
penankm xxkanpapma y ['roro.?”” OH TpOCHUT TPUTOBOPEHHOTO SIBUTD-
Csl K HEMY TIOCAE CMEPTU B Ka3apMbl M Ha3BaTb TPU BHIUTPBIITHBIX
HOMepa B [TPEACTOSIIEN AOTepPee, TPUYEM BLIPAXKAET ITY MPOCLOY
caepyromm obpasom: « Voici. Sivous pouvier faire le bonneur d'un
bauvre homme, et que sela ne vous cofitdt rien, est-ce que vous ne
feriez pas?».” 'epmann roBoput rpaduHe, umMesl B BUAY €€ CI10-
COOGHOCTD «yTrapaTh TPU KapThl CPSIAY»: « Bel MoskeTe cocmasump
cuacmue MOeVt JXMU3HU, U OHO HUHe20 He Oyderm 6aMm CIOUMb...», a 3a-
teM — «IlopymariTe, 4To cuacmue yesnogexa HAXOAUTCST B BAIIUX
pykax..» (340—341).%

Oco60e BHMMaHMe ABYX MMcaTenelt K moBecTy ['1oro o6ycaosae-
HO ee YHMKaNbHOM POABIO B CyAbO€ MHTepeCyIoler Hac TPaAUIIN.
ByayYM OpAHMM M3 CaMbIX SIPKUX SIBAEHUI «HEVCTOBON IMKOADBDY,
OHa TTOATOTOBMAA TIOCAEAYIOIee obpaljeHre aBTopa K COIManb-
HDBIM acrekTam MpoOAeMbl TPECTYIAEHUS] U HAKa3aHUsI — B ITOBE-
ctu «Knop T'e» n pomane «OTBepskeHHbIE». B TO ke BpeMst cBoen
YIAYOAEHHOCTDIO B ICUXOAOTHUIO M METADUIUKY OXKUAAHUSI CMEPTH
«ITochepHnit AeHb IPUTOBOPEHHOTOY, TTO-BUAMMOMY, HACAEAOBAN
TakoMy 00pasily roTu4eckoro pomana, kaxk « Meaomor Cxuraneipy.

% Cm.: Bunoepados B. B. VI3 6uorpadnuy 0AHOrO HEMCTOBOIO IPOM3BEAEHISI.
«ITochepnmit perb ipuroBopeHHoro kK cmeptiny // Buwnoepados B. B. M36p. Tpy-
abt: IToatuka pycckoi amreparyper. M., 1976. C. 63—75.

27 Tloppo6uee cm.: Tamapuerxo H. A. K mpobneme «Ilymxun n rormdeckas
tpaanuusy... C. 208—221.

2 Hugo Victor. Oeuvres complétes. Paris, 1888. V. 10. P. 411 («Tax Bor. Ecan
BBI MOKETE COCTABUTH CUYACTbe OEAHOTO YeNOBeKA, ¥ OHO HMYEro He OYAeT BaM CTO-
UTh, pa3Be Bbl ITOTO He cAenraete?» ). Boipeneno muon. — H. T.

2 B ynomsinyToit pabote o cyabOe u caydae B «IInkoson pame» C.T'. boyapos
OTPHIJAET CKOABKO-HMOYAb CEPbE3HYIO CBSI3b [IPOM3BEAEHMSI C PACCMOTPEHHOM HAMI
tpaannyeit: «[lopoGHbIe MpoBOKaMy paccesiHbl B M300MAMM B TEKCTE, MOTUBDI I'O-
TUYECKOrO UAM “HEMCTOBOro” poMaHa B TOM YMCNe — KaK MOAENb, KOTOPOV aBTOP
He caepyer» (Bouapos C.T'. Cayuant unnm ckaska? C. 34). JKanp, 4To yueHbIt, IpeHe-
Operast CyIecTBYIOMMM CTIeJManbHbIMY CPABHUTEABHBIMU MCCAEAOBAHVSIMU, CTOND
PeLMTeAbHO OTBEPT M3YYEHHYIO M AABHO ySKe BIIOAHE AOKA3aHHYIO IIPSIMYIO M TECHYIO
(OTHIOAD He BCETAA TIONEMMUYECKYIO ) CBSI3b TIOBECTU C KMOAEASIMU» ITUX SKAHPOB.



Nina Perlina

PORTRAYALS OF AGLAYA AND NASTASIA:
EKPHRASTIC NARRATIVE IN THE IDIOT

On April 14, 1867, F. M. Dostoevsky and his new wife, Anna
Grigorievna, left St. Petersburg to travel abroad. Initially conceived
as a trip of no more than three months, the journey would last much,
much longer than expected. The family did not return to Russia un-
til four and a half years later.'

Both his poor state of health and the critical state of his finances
precipitated Dostoevsky’s departure from Russia. Threatened with
debtors’ prison (an arrest that would leave his wife without protec-
tion at home and render him incapable of working), he left for Eu-
rope in order to write, fully aware that «the psychic influence of
abroad would be very bad on him».” Indeed, the Dostoevskys led
such a lonely life abroad that when their first child, Sophia, was
born, Dostoevsky had to ask two unknown solders to serve as wit-
nesses in order to record the event in the Geneva city registry.” The
family would live in Dresden, Basel, Geneva, Florence, Milan and
return to Dresden again. In addition to trips to the gambling tables
and casinos (which the writer considered a curse, rather than a form
of amusement), he and Anna Grigorievna would entertain them-
selves by attending occasional summer concerts. They also went to

! Dostoevsky’s daughter Liiuba/Lilya was born in Dresden on Sept. 14/26,
1869.

2 Dostoevsky to N. A. Maikov, Geneva, August 28/16, 1867. Dostoevsky F.
Complete Letters. Ann Arbor, 1989. Vol. 2. P. 251—-52.

3 The child was born February 23 / March 6, 1868, and died May 12/24 of the
same year. Letopis’ zhizni i tvorchestva F. M. Dostoevskogo. 1821—1881 / Ed.
I.A. Bitiugova, V. A. Viktorovich et al. SPb., 1994. Vol. 2. P. 163, 176.

© N. Perlina, 2011
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libraries, where Dostoevsky devoured Russian newspapers and émi-
gré publications, and frequented museums (mainly when the gal-
leries were free of charge). Beset by financial problems, compelled
to live far away from Russia, inconsolable after the loss of their first
child, in Europe Dostoevsky nonetheless managed to produce his fa-
mous novel The Idiot, a lengthy novella The Eternal Husband, and
Part One of The Possessed. Of these novels, The Idiot is particularly
rich with meaningful references to the works of pictorial art from the
Dresden and Basel museums. One can surmise that pictorial repre-
sentations of people in their daily interactions and social relations
served as a form of compensation for Dostoevsky’s lack of real-life
contacts with his friends. The writer treated the works of visual art
as a narrative, as ekphrasis, a particular type of «description which
aims at vividness and tries to bring its object clearly in front of the
reader’s / viewer's eyes». On numerous occasions, a reader of The
Idiot finds Prince Myshkin contemplating objects of visual art: litho-
graphs in General Epanchin’s anteroom, a photograph of Nastasia
Filippovna, a life-size oil-painting that depicts Rogozhin’s father.
Through Myshkin’s contemplations other characters become in-
volved in the discussion of Hans Holbein’s canvas Dead Christ (Ba-
sel), of his Madonna paintings (Dresden and Basel ), and of the hor-
rifying spectacles of beheading — as they were performed in real life
(guillotine) and depicted in European painting (The Beheading of
John-the Baptist by Hans Fries, Basel). Myshkin also suggests the
scene of beheading as a subject for Adelaida Epanchina’s painting.
As a literary genre ekphrasis owes its origin to the writings of
Philostratus of Lemnos (born c. 191 AD), a sophist philosopher
and pedagogue who wrote books that discussed and described Ei-
konen (pictures and frescoes) in order to teach his disciples rhetoric
and develop their interpretive skills.’ Philostratus focused his dis-
cussions on pictures that took their themes from literature and in
order to explain the composition and the overall meaning of visual
representations he cited Homer and other poets whose works were
well known to his disciples. Philostratus viewed himself as a «pre-
ceptor of knowledge / wisdomy», and his heuristic dialogues were

4 Brill's New Pauly: Encyclopaedia of the Ancient World / Ed. H. Cancik,
H. Schneider. New York, 2002. Vol. 2. P. 872.

5 Philostratus. Imagines / With an English translation by Arthur Fairbanks.
Cambridge, Harvard UP, 1931.
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aimed at encouraging his disciples to look at the picture, to listen
to his interpretations, to respond to his logic and then to draw their
own conclusions: what does this depiction mean. By implication,
at the very core of ekhprasis stands the figure of the preceptor of
knowledge who teaches others how to attain wisdom through con-
templation of the object.

The purpose of this paper is to demonstrate that ekphrasis can
be treated as one of the fundamentally important constituents of The
Idiot’s narrative and thematic composition.

In Image and Concept O.M. Freidenberg traces the origin of
narrating. In terms of literary genesis, the separation of the cogni-
zing subject from the cognized object signals the separation of the
speaker, of the individual «I» (a poet as a speaking and experien-
cing subject) from the object of narrating (the plot and the form
of the narrating). As a result of this separation the speaker objecti-
fies his narration, that is, views what he is enduring/undergoing as
if «from aside». His narration of what he is experiencing becomes
a narrative (rasskaz as a literary form) about what he had expe-
rienced. The narrating is «seen as» an independent narrative with
its own author-narrator and plot. Such an author-narrator can be
likened to a speaker and even more so — to a supplicant who puts at
the altar of a Deity his entreaty that relates what he has done and
endured, and in this manner represents (and re-presents) the entire
picture of his life.° The author-supplicant relates the ordeals, mis-
fortunes, and losses he suffered; seeks the deity’s intercession, begs
his God to look upon him, to hearken to his plea, to show benevo-
lence and mercy. The archetypal formula of ekphrasis and of the
narrative is the appeal: Sta, Viator! A passer-by is implored to pause
before what he can see, to listen to the supplicant and apprehend /
acknowledge his story / tale of what he'd done and endured, or, to
use Philostratus’ formula, «get at the meaning of the depiction».

As a narrative genre ekphrasis can be treated as a special kind
of quotation. Within the limits of a new context (a picture or the
events on which the painting is based ), ekphrasis combines elements
of the hero’s direct speech with the discourse of the author. It also

6 Freidenberg O.M. Obraz i poniatie // Freidenberg O. M. Mif i literatura
drevnosti / Red. N.V. Braginskaia. M., 1998. P. 262—285. For the interpretation
of Freidenberg’s terms I follow my study: Perlina N. Olga Freidenberg’s Works and
Days. Bloomington, Indiana: Slavica, 2002. P. 215—221.
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serves as a means of dialogic communication that goes along and
across the boundaries of texts, time and space, covering the territo-
ries of the cultural perceptions of fictional characters (protagonists
of action), authors (painters and poets as «makers» of the work of
art), and appealing to viewers and readers who are encouraged to
understand «what does this depiction mean». The overall effect of
such discourse interference that modifies direct and indirect narra-
tives is well known from Bakhtin—Voloshinov:

«The words and expressions, incorporated into indirect discourse with
their own specificity ... are particularized, their coloration is heightened,
but at the same time they are made to accommodate shadings of the au-
thor’s attitude — his irony, humor, and so on».”

In discursive-rhetorical contexts «in which the author must deal
with the problem of explaining, comparing, and putting into per-
spective the opinions of other people on the topic being discussed»,
ekphrasis works as the instrument enabling the reader, viewer, and
interlocutor to understand the integral objective and deeply perso-
nal meaning of the depiction.®

In representational theory ekphrasis is treated as «the manner
in which literary works evoke existing or imagined works of art»,’ in
the semiotics of culture as a quotation which establishes inter-art
referential connections and transfers one system of aesthetic signs
and metaphors into another.” Ekphrasis transfers general semiotic

" Voloshinov V.N. Marxism and the Philosophy of Language / Trans. by Ladislav
Matejka and I. R. Titunik. Cambridge, Harvard UP, 1986. P. 131.

8 Ibid.

9 Robellard V., Jongeneel E. Introduction // Pictures into Words: Theoretical
and Descriptive Approaches to Ekphrasis / Ed. V. Robellard, E. Jongeneel. Amster-
dam, 1998. P. 1.

10 Scholars interested in interart perspective have organized many international
conferences that focused on the in-depth study of ekphrasis. See, for instance, the
collection of papers edited by Valerie Robillard and Els Jongeneel, cf. above. Of a par-
ticular significance are the writings of Murray Krieger, cf. Krieger M. The Problem of
Ekphrasis: Image and Words, Space and Time — and the Literary Work // Pictures
into Words. P. 6—11, who discusses the opposition between and complementary jux-
taposition of natural and arbitrary signs; Tamar Yakobi, cf. Yakobi T. The Ekphrastic
Model: Forms and Functions // Ibid. P. 12—34, who claims in the straightforward
manner that «ekphrasis entails a peculiar representational nexus between domains.
..two domains (the representing and the represented) belong to two media (ver-
bal and visual, respectively), or two art forms (literary and graphic), each with its
own distinctive conditions of representation. Ekphrasis is thus notable for its semi-
otic variety or bi-polarity, with language replacing, yet still evoking and “crossing”,
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signs and specific indications of themes, topoi and styles of pictorial
representation of humans from the territory of visual arts into the
area of verbal discourse. Pictures and visual representations enter
the sphere of the novel’s narrative as «quotations» that originate
from various discourse manifestations of «others». The author of
the novel may make his fictional character look at the work of visual
art, recognize in it a representation of a real-life landscape or com-
ment on the depiction.

In The Idiot, Prince Myshkin recognizes two lithographs in Epan-
chin’s anteroom as real landscapes of the Canton of Uri. Novoselov
and Ulanovskaia identified them as «The Sun Effect in the High
Valais Alps across the Chain of Mont-Rose» and «The Lake of Four
Cantons» by Alexandre Calame," though it is more likely that one
of the lithographs was Calame’s «Beautiful Trees at the Shore of a
Waterfall» from the Dresden Gallery. It is worth mentioning that
after the Dostoevskys left Dresden for Geneva (where the writer
began work on The Idiot) they traveled through Baden, Bazel, Lu-
cerne, Canton Uri and other areas depicted by Calame. Dostoevsky
makes Prince Myshkin relate his impressions of these scenic places:

«It was a small waterfall there... Though it fell from a great height it
did not seem so high. ...I used to like listening to the sound of it. ...At such
moments | was sometimes overcome with great restlessness... I wandered
on the mountains, and stood alone in the mountains, surrounded by great
ancient resinous pine trees, ...our little village far, far below, scarcely visible;
bright sunshine, blue sky, and the terrible stillness»."

a sign-system outside language» (Ibid. P. 22); Claus Cluwver, cf. Cliver C. Quota-
tion, Enargeia, and the Functions of Ekphrasis // Ibid. P. 35—52; and Valerie Ro-
billard, cf. Robillard V. In Pursuit of Ekphrasis: An Intertextual Approach // Ibid.
P. 53—72. Other contributors to the collection discuss the role of ekphrasis in the
writings of Shakespeare, Calderon, Victor Hugo, Rilke. Unfortunately, the Com-
parativists and Inter-Art scholars who treated the works of art historians (Vasari),
poets, painters, and portraits produced by means of verbal or visual depictions failed
to include Russian authors in their discussion.

' Nowvoselov V.1., Ulanovskaia B. Tu. Al'piiskii peizazh Aleksandra Kalama i be-
spriiutnye skitaltsy Dostoevskogo // Dostoevskii i mirovaia kul'tura. SPb., 2004.
Ne 20. P. 248—253. See also Ashimbaeva N. T. Shveitsariia v romanakh Idiot i Besy:
K voprosu o poniatii toponima u Dostoevskogo // Dostoevskii i mirovaia kul’tura.
SPb., 2001. No 16. P. 184—185.

12 «V nac Tam Bopomaa 6Gpin <...> MAAan BLICOKO, & Ka3an0Ch, AOBOALHO HU3-
KO <....> MHOTIA@ B ITOAAEHDb, KOIAA 3a/Aellb KYAA-HUOYAb B TOPbI, CTAHEIIb OAMH
[MOCPEAVHE TOPbI, KDYTOM COCHDI, CTapble, OOAbIIME, CMONUCTBIE; <...> HAIIa Ae-
peBeHbKA AaneKO BHM3Y, YyTb BMAHA; COAHIe sIpkoe, HebO roayboe, THUIIMHA
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Dostoevsky could find a similar description of Calame’s lithograph
in a highly reliable 19"-century catalogue of the Dresden collection
that his wife purchased shortly before they left the city.” Later in the
novel (Part III, Ch. 6) Myshkin will regroup and re-collect his re-
collections, and render his meditations through the interference of his
soliloquies, ekphrastic depictions of the Swiss Romantic sights, and
poetic descriptions known also from travelogues, memoir novels, lyri-
cal and epic poems written by famous Russian and European authors
(Karamzin, Rousseau, Zhukovsky, Byron, Herzen, and, most impor-
tant, Dostoevsky’s own early novelette A Little Hero)." Dostoevsky
used the vividness of ekphrasis to impart complementary poetic mea-
ning to the vast cultural-historical space (the textual «in-between»)
that encompassed the paintings he contemplated, and to transform
the themes of these paintings into the thematic composition of his
main characters. Through ekphrasis the contents of spatial images
(plastic or pictorial) and their aesthetic properties were transposed
onto the territory of verbal narrative.

Thanks to Anna Grigorievna’s Diary of 1867 we know through
which halls of the Dresden collection the Dostoevskys had to pass

crpamHasty. See: Dostoevskii F.M. Poln. sobr. soch. v 30 tomakh. Leningrad, 1973.
T. 8. P. 50—51. References will be made to this edition with volume and page num-
bers. English translation by Constance Garnett: Dostoevsky F. The Idiot. New York,
1981. P. 55.

13 Dostoevskaia A.G. June 9 / May 28 <1867> // Dnevnik 1867 goda. M., 1993.
P. 75. Anna Grigorevna refers to the well-known catalogue compiled by Julius Hiib-
ner in 1856. Karl Woermann, who followed Hiibner as the Director of the Dresdner
Gallery, entered this lithograph in his Catalogue as «Prachtbaume am Bergstrom»
(Beautiful Trees at the Shore of the Mountain Stream) and described it as follows:
«Der schaumende Fluss bildet im Mittelgrunde einen kleinen Wasserfall. Die gross-
artigen Laubbdume links an den Felsen sind hell von rechts beleuchtet, wihrend die
Baumgruppen, die rechts unter dem steilen Ufer stehen, in tiefen Schatten gehullt
sind». (A foaming river makes a small waterfall in its middle stream. Beautiful leafy
trees at the left side of the height are lit by sun, and those rousing over the rocky
right shore are shrouded in deep shadow ). Woermann included a reprint of Hiibner’s
catalogue in his complete and revised edition of the Gallery guide (first edition
1880). See Woermann K. Katalog Koniglichen Geméldegalerie zu Dresden. Dres-
den: Kunstanstalt Wilhelm G. Hoffmann, 1905, VII, XXIV. P. 804.

14 Dostoevskii F.M. Poln. sobr. soch. T. 8. P. 351. A fragment from Malen’kii
Geroi (written during Dostoevsky’s imprisonment in the Peter-Paul Fortress) and
rendered as a subject of Myshkin’s contemplation includes, in its turn, a quotation
from John of Damascus liturgical canon, that praises the harmony of God-created
universe. See Dostoevskii F.M. Poln. sobr. soch. T. 2. P. 293, 508.
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in order to come to the famous Corner Room A, where Raphael’s
Madonna was exhibited. Moving from the main entrance on the
first floor those were Rooms F—B, Italian masters of 15—17" cen-
turies, many of whose pictorial representations were transferred
into the narrative discourse of The Idiot. The closer the immediate
contact with the visual arts within the text, the more effective the
verbal depictions and in-depth psychological interpretations grow.
The group portrait of the Epanchin sisters provides a vivid example
of the impact of ekphrasis upon Dostoevsky’s poetic narrative. The
«blonde manner» of the Venetian artist Palma Vecchio (first quarter
of 16" century) is presented by five bright canvasses (Room D),
of which one, entitled «Three Sisters», is a rather provoking por-
trayal. The group, painted from life, shows three richly-dressed,
lazy-looking, charming young women with their arms around each
other. The youngest girl, sitting at the left, appears on two other
canvasses, Virgin and Child with Saints and The Holy Family with
St. Catherine (as St. Catherine). The gallant array of «the three
daughters of General Epanchin» is an obvious replica of Palma Vec-
chio’s portrait to which Dostoevsky’s narrator adds a core of irony:
The sisters «were blooming, healthy, well-grown young women,
with magnificent shoulders, well-developed chest and strong, almost
masculine, arms, and naturally, with their health and strength they
were fond of a good dinner and had no desire to conceal the fact.
Their mamma sometimes looked askance at the frankness of their
appetite..» (34; cf. 8, 32). But Myshkin, impressed by the formi-
dable complexion of the young ladies, goes on to interpret physical
features as psychological traits:

«You asked me about your faces and what I noticed in them. I shall be
delighted to tell you that. You have a happy face, Adelaida Ivanovna... One
feels when one looks at you, “She has a face of a kind sister “».

Carried away by his recollections of portraiture paintings, he
notices in Alexandra’s outlook «some secret trouble... such as we
see in Holbein’s Madonna in Dresdeny» (72).

Ekphrastic narrative can share its themes and subject matter
with real, as well as with imagined, fictional pictures, yet to the
extent that ekphrasis is a form of discourse in which the author or
the hero-narrator emulates the visual artist, symbolic image-ideas
begin to predominate over the vivid sensual images of the initial
painting. The contemplative insight enables the interpreter to treat
reality as a more sophisticated, metaphysical subject. In Chapters
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3, 4, and 5 of Part One Prince Myshkin moves from one ekphras-
tic narrative to another and develops insightful interpretations of
the hidden meaning of pictorial representations. He presents Gene-
ral Epanchin with a specimen of calligraphic handwriting: «The
humble Abbot Pafnuty put his hand thereto», moves quickly from
calligraphy to chirography and demonstrates that he is not simply
a good penman, but an artist and psychologist. He discovers «a
great deal of morbid passion» in Rogozhin’s face (29), and looking
into Nastasia Filippovna’s portrait, he states: «I feel sure her sto-
ry is not an ordinary one. The face is cheerful, but she has passed
through terrible sufferings». He questions whether this proud
woman is kindhearted and, absorbed in contemplation, exclaims:
«Ah, if she were of a kind heart! That would redeem it all» (34).
A few pages later the author presents the reader with an ekphras-
tic narrative emulative of a complex composition of a Renaissance
painter: standing at the window near the light, Myshkin looks at
the portrait of Nastasia Filippovna, trying to decipher something
hidden in her face (78). As an analogue to this ekphrasis one can
suggest the works of many European masters (Holbein, Van Eyck,
Vermeer). In The Idiot, however, descriptions of imagined pain-
tings reach beyond the limits of pictorial art. As an inter-art quo-
tation ekphrasis is infused with allusions, literary quotations, and
phrases originating in the Bible. This new form of discourse inter-
ference, presented as Myshkin’s soliloquy, rouses a wide range of
thoughts, feelings and perceptions.

While creating the figure of Prince Myshkin Dostoevsky was in-
spired by the idea of Imitato Christi. A secular writer, not a religious
preacher, he «transplanted» the spirit and the teachings of Christ
into the themes and thematic composition of his novel. For him
Prince Myshkin was «a perfectly beautiful human being» whose
ideal is Christian love. Inspired by this paradigm and trying to grasp
its inner meaning, Dostoevsky notes in his drafts:

«March 12. Three kinds of love in the novel:

1) Passionate and spontaneous love — Rogozhin.

2) Love out of vanity — Ganya
3) Christian love — the Prince»."”

Another entry in his drafts reads:

15 Dostoevskii F.M. Poln. sobr. soch. T. 9. P. 220.
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«The Prince had only approached [«mnpurocHyacs», touched] their
lives, but he left an ineradicable trace on whatever he came near».

But finding an adequate plot-form for developing the theme
of Christian love proved not an easy matter, and for a while Dos-
toevsky could not decide, whether the Prince would marry, whom
he would wed, and which of the two heroines would sacrifice her
love or life for him. On March 21 he found the solution:

«The Synthesis of the Novel. Resolution of the Problem.... The hero of
this novel, the Prince, is not comical, but he does have another sympathetic
quality: he is innocent»."

Dostoevsky singles out the word «innocent» by framing it in ink.
Innocence as Myshkin’s most characteristic personal feature is in-
deed the synthesis that resolves all the preceding controversies of
plot development. The hero of the novel is depicted as a childishly
innocent person, and at the same time as the wise teacher of chaste
Christian love. Recreating the idea of pure spiritual love «within a
human rather than the divine-human perspective» anticipates the
tragic denouement of all the lyrical and amorous plot-lines in the
novel."”” Yet where to find emotionally convincing forms of expression
to incorporate this idea into the discourse of the novel? — Here again
we have to remember the inspiring impact of the visual arts.

«The Mystical Betrothal of St. Catherine» forms the subject
of many Italian paintings from the museums of Dresden, Florence
and Basel. According to hagiographical legend, Ekaterina, a wise,
beautiful and proud young girl of noble, patrician origin, rejected
all her suitors and said to her parents:

«Go and find a youth who would be equal to me by his noble lineage,
wealth, handsomeness and wisdom, then I will perhaps marry him».

A wise hermit whom her mother asked for help told Ekaterina
that there is indeed such a youth who surpasses her in handsome-
ness, honor, and wisdom. He sent Ekaterina an icon of Holy Mother
of God, her divine child in her arms, and told her that she must pray
day and night if she wants this divine youth to reveal his face to her.
Ekaterina addressed the Holy Mother with prayer and beseeched the
Holy Virgin to make her son turn his face to her. In response to her
prayer the light of the Christ’s teachings did shine upon Ekaterina;

16 Tbid. P. 239.
17 Frank J. Dostoevsky: The Miraculous Years, 1865—1871. Princeton, 1995. P. 274.
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she received a ring from Christ and was espoused to him as a pure
virgin." She remained faithful to her divine betrothed, fled all earthly
suitors, and accepted a martyr’s death.

Saint Catherine receiving a wedding ring from Christ; the be-
trothed St. Catherine sitting next to the Mother of God, and St.
Catherine, Mary Magdalene, the Holy Family and other Saints
(usually St. John and St. Veronica) are depicted in the paintings
of Andrea del Sarto, Lorenzo Sabbatini, Correggio, Polidoro Vene-
ziano, and Palma Vecchio (the Italian masters from the Dresden
Gallery whose works Dostoevsky could not have passed by)."

While the iconography of St. Catherine’s life was important for
the composition of Aglaya’s image, another quasi-religious legend has
an even stronger influence on the development of her plot line. As is
shown in the novel, this young, proud and beautiful girl is the first
to realize that Myshkin, similarly to Puskhin’s «Poor knight» is ca-
pable of purest ideal love and fervor to the Lady whose emblem he
«had traced in blood upon his shield». Her insight into the mysteri-
ous image or «wondrous vision» of «pure beauty» that was «graven on
Myshkin’s heart» throws Aglaya into trepidation. As if trying to avoid
the destiny of being espoused to this Christ-like person, she suggests
Anastasiia (Nastasia Filippovna Barashkova) as the Lady of Mysh-
kin’s heart and substitutes her initials, AFB, for the emblem of the
Lady of All Hearts, AMD (Ave Mater Dei, 8, 208—209). Later, when
her entire family no longer doubts that Aglaya has accepted Myshkin’s
proposal, she approaches Myshkin, takes his hand, and says to him:

«*“Forgive a stupid, nasty, spoilt girl... And if I dared to turn in ridicule
your splendid... kind simplicity, forgive me as you forgive a child for being
naughty. Forgive me for persisting in absurdity, which could not, of course,

have the slightest consequence “. The last words Aglaya uttered with par-
ticular emphasis» (502; cf. 8, 429).

Thus, it is not Myshkin who leaves Aglaya for Nastasia, but
Aglaya who fails to achieve a vow of pure spiritual love; seeking to

8 The Russian hagiographical account, Zhitie sv. Ekateriny, differs from the
Lives of several other saint martyrs, the Spiritual Brides of Jesus Christ. The nar-
rative and its thematic composition is close to the tradition of the Ancient Greek ro-
mance, «the adventure novel of ordeal», legend and aretalogical tale about the adven-
tures, spiritual transformations and strivings for true love and faith. Cf.: «Noiabr’
24. Velikomuchenitsa Ekaterina» // Zhitiia Sviatykh Pravoslavnoi Tserkvi / Sost.
1. Bukharev. M., 1999. P. 592—594.

19 Woermann K. Katalog Koniglichen Gemaldegalerie zu Dresden. P. 54, 55, 68,
103, 93—94.
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escape the destiny of St. Catherine, she marries, in despair, an exile,
a Polish count who succeeds in setting her against her family and
against the true Russian Christian faith.

The evangelical story of Mary Magdalene is amply represen-
ted in religious painting. In Western tradition the story of Mary
Magdalene has absorbed the stories of several other women of the
same name, two of whom are explicitly described as «sinners», one
as «the woman taken in adultery» and the other as a woman who
was possessed by seven demons. In Russia the confusion about the
identities of these women was resolved by Dimitrii of Rostov, the
compiler of the most authoritative Russian account of the Lives of
the Saints, in his revised account of the Life of «Ravnoapostol'naia
Sviataia Mariia Magdalina».* Erroneous though it was, the mer-
ging of several different female figures into one image has enriched
the subjects of Western religious painting.

The Renaissance artists show Mary Magdalene as a repentant
sinner who washed Christ’s feet with her tears, wiped them with
her hair, kissed his feet and anointed them with ointment (Luke,
7, 36—39); they also depict her as Mary, the sister of Martha and
Lazarus; as the one who was released of the seven demons; as the
woman from Samaria taken in adultery («Christ and the Adulter-
ess», based on John, 7, 7 and 11). In Renaissance paintings Mary
Magdalene is shown next to St. Catherine (Christ’s divine be-
trothed) and St. Elizabeth (mother of John the Baptist), near the
Holy Virgin and her Divine Son. As «Companion of the Saviour»
together with the Holy Mother of God she is depicted at the foot of
Golgotha witnessing the crucifixion, and then holding the body of
the dead Christ in her arms. Mary Magdalene is also viewed as the
central figure in the paintings known as Visitatio sepulchri (Visiting
the tomb) and Noli me tangere (Touch me not).”

Contemplation of these canvasses found its reflection in the the-
matic composition of three types of ekphrastic narratives in The Idiot:

20 Zhitiia Sviatykh. Na russkom iazyke izlozhennye po rukovodstvu Cet'ikh-
Minei Sviatitelia Dmitriia Rostovskogo, iiul’ 22. M., 1910. Kniga 11. P. 501—539.
See also Haskins S., Magdalen M. Myth and Metaphor. New York, 1993. P. 10—16.

2t For an in-depth analysis of visual representations given to these mythological
themes in European art see Ibid. Chapters I—III and VII are of a particular impor-
tance for our discussion. Haskins also indicates that the Rococo French artists had
introduced the fashion of depicting the royal favorites and other courtly ladies a la
Madeleine (P. 303).
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1) in Myshkin’s feelings, deeds and teachings which focus on
the story of the «Swiss Marie» and his account and naive explana-
tion of how he was «not in love», yet had been «happy in a different
way» (63; 8, 57);

2) in his attempts to reconcile Nastasia with her conscience, to
cast out the demon of pride from her, to «perform cure» and to save
her from self-destruction;

3) in the speech acts, behavioral manifestations and value judg-
ments of other characters built as allusions and veiled references to
the above-mentioned motifs from mythological and religious pain-
tings.

In the story of the Swiss Marie and in the history of Nastasia’s
life the same symbols and pictorial emblems of Mary Magdalene’s
iconography are juxtaposed as an antinomy. Myshkin emphasizes
the contrastive distinction between Marie’s plain outlook and Nas-
tasia’s striking beauty. He twice repeats that the poor village girl
Marie had never been pretty; for him she is not a wanton, but a poor
victim of the seducer’s lust. At the first hearing the Epanchins treat
Marie’s story as an illustration to a didactic tale from a collection
like Dushepoleznoe chtenie: «a sheep gone astray» (Matthew, 18,
2), «arepentant sinner washing the feet of her suffering mother with
her tears» (Luke, 7, 37—39 and 47—50); «you do not cast a stone at
her» (John, 8, 7). But they also realize that the message Myshkin
wished to deliver with his lugubrious behavior and «harmful teach-
ings» has exerted a strong impact on «a whole crowd of schoolchil-
dren» and brought them back to their naive, genuinely innocent na-
ture. The story told by Myshkin affected his female listeners and
brought to their minds Schiller’s treatise On Naive and Sentimen-
tal Poetry, where the purity of a child’s nature is described as «Sie
sind, was wir waren; sie sind, was wir wieder werden sollen. Wir
waren Natur wie sie, und unsere Kultur soll uns wieder, auf dem
Wege der Vernunft und der Freiheit, zur Natur zuriichfithren».”

Through his ekphrastic depictions of Myshkin contemplating
Nastasia’s portrait, Dostoevsky develops further the theme of in-
sulted beauty and its riddle (29, 34, 76; 8, 27, 31—32, 68). Looking
at the portrait, Myshkin tries to get to the secret meaning of her
facial features that combine «terrible suffering», «unbounded pride

22 Schiller Fr. Uber Naive und Sentimentalische Dichtung. Oxford, 1957. P. 2.
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and contempt, almost hatred, <...> and at the same time something
confiding, something wonderfully simple-hearted» (76). Unable to
understand whether she is kindhearted, and, as if in hope that kind-
ness and love redeem everything, he raises the portrait to his lips
and kisses it (thus repeating the emotional behavioral gesture that
saved the poor Marie).

Myshkin’s meditations, rendered through the categories of di-
rect discourse, are echoed as discourse interference by rejoinders
from his interlocutors. Each rejoinder varies in its own manner the
words of Prince Myshkin and transposes his discourse manifesta-
tions onto different emotional and thematic planes, in anticipation
of newer ekphrastic descriptions and references to several other po-
etic texts that are, in turn, rendered as direct and re-accented quo-
tations. Such a unique mosaic and semantic polyphony does not
lend itself to translation: « — Tak BbI TaKyIO-TO KpacoTy IjeHuTe?
<...> — Bur, Bipouem, Mo>keT 6bITD, Gpedumey». — M-me Epanchina
observes while looking at the portrait (8, 69). Indeed, everyone
who encounters Nastasia or looks at her portrait is struck by the
impression that she is not a flesh and blood woman, but a delusion
of fantasy, a dream of madness, a delirium, a demonic apparition or
a spiritual vision. In the context of the novel verbal depictions of
her portrait resonate with several other ekphrastic narratives. In a
fit of contempt, she herself calls her dreams of an innocent good-
hearted redeemer an insanity («rak, 6pIBano, bazmeumaeurbcs, 4To
c yma cotidewv...», 8, 144). Totsky and General Epanchin call her «a
fantastic woman», others believe she is «mad», or in terms of Bibli-
cal symbolic discourse, «possessed by demons». Myshkin says that
her pride and suffering have caused a mental disorder (6e3ymmue)
so that she really blames herself of being wanton and wants to ruin
herself (mory6uTts cebst). She runs away from Myshkin with Rogo-
zhin and does not allow herself to approach the innocent «Prince
Christ». In paroxysms of pride and confusion (demonic obsession,
in terms of the biblical narrative ) she undertakes sacrificial and self-
destructive attempts to bring Myshkin and Aglaya together, be-
cause, as she explains it in her letter to Aglaya, both are the embodi-
ment of perfection, and «perfection should not be loved; one can only
look on perfection as perfection». She goes on with her confused,
double-edged argumentation: «You alone can love without egoism,
you alone can love, not for yourself, but for the sake of him whom
you love» (439). To whom does she want Aglaya espoused? What
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kind of a union of hearts is she talking about? Inasmuch as the the-
matic composition of both female characters (one the most loved
child in her family, the other orphaned and molested in her early
years) can be traced to pictorial representations of St. Catherine and
Mary Magdalene, we can find yet another reference in Maria with
the Child and Two Saints and The Holy Family with St. Catherine
by Palma Vecchio.

Re-accented quoting and transposition of visual images into verbal
narrative permeate several contextual planes of The Idiot. Myshkin
and Nastasia feel unable to distinguish between dream and reality, de-
monic and spiritual visions. Groundlessly following only the spirit of
the letter, Nastasia applies Christ’s words addressed to Mary Mag-
dalene, « Touch me not», to her own situation, and puts a ban on her
natural desire to follow Myshkin, the teacher of love. Twice in the no-
vel she appears to Myshkin as a dream, an apparition whose outward
features recall Aleksandr Ivanov’s canvas that shows Mary Magda-
lene and Christ in the shadowy garden near the tomb. Further on, very
early, «<when it was yet dark» (an ekphrasis and a quotation from John
20, 1) when Myshkin «goes homeward by the road that encircled the
park, the same apparition rises before him again. ... “No, this was not
an apparition! . And at last she stood before him, face to face for the
first time since their parting. ...She sank on her knees before him on
the spot, ...like one obsessed [kak uccrynaennasi]. He stepped back
in horror, and she tried to catch his hand to kiss it, and just as in his
dream that night, the tears glistered on her long eyelashes» (443).”

% Ivanov painted Christ’s Appearance to Mary Magdalene in Rome, while wor-
king on this canvas he was influenced by Raphael and other [talian High Renaissance
masters. In 1836 Ivanov’s masterpiece was sent to Petersburg and exhibited at the
Imperial Academy of Arts. One can clearly trace many allusions, direct and inverted
references to Ivanov’s visual images through Dostoevsky’s narrative: « Kusi3b Bbimen
HaKOHel] U3 MeMHO020 napKd, B KOTOPOM AOATO CKMTANCS, KaK U BYepa. <....> OH
ToIIen O AOpOTe, orubarolern napk, Kk csoen pade. Ceparje ero crydano, MbICAU
[y TanUCh, Y BCE KPYIOM HEro Kak Obl noxo0uno Ha coH. VI BApyT, Tax >ke KaK u Aa-
Beya, KOrAa OH 06a pa3a MPOCHYACSI HA OAHOM M TOM K€ BUAEHMUH, TO Ke BUAEHME
OIISITh ITpeACTano emy. Ta ke sKeHIMHA BBIAA M3 [TapKa M CTana peA HUM, TOYHO
skpana ero Tyt <...> “Hem, amo He guderue! . VI BOT HaKOHel] OHA CTOSIAA TIPEA
HVUM AMILJOM K ALY, B IIEPBBIN Pa3 IOCAe UX pasayky; <...> Ona onycmunacs nped
HUM HA KOZleHa, TYT Ke Ha yAUIle, KaK UCCMYNIeHHAs;, OH OMCMYynun 6 ucnyee, a
OHa 7106UNA €20 PYKY, 4MOoOLL Yen06aMmb ee, U TOUYHO TAK 5Ke, KaKk M AaBeva B €ro CHe,
cne3vl 6uUcmany Terepb Ha ee AAMHHBIX pecHuniax». Dostoevskii F.M. Poln. sobr.
soch. T. 8. P. 381—382, my italics. — N.P.
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Who, then, is Nastasia Filippovna within the entire contextual
whole of the novel? Can she be saved? Who can bring her back to
love and life, and how do the other characters treat her? An explana-
tion is provided through the network of co-penetrating borrowings
and quotations that originate from verbal and ekphrastic narratives
including theatrical stage performances and scenic pictures known
as tableau vivant. Totsky and General Epanchin see Nastasia as a
virtuous courtesan a la Marguerite Goutier, but she turns these sen-
timental dreams into laughingstocks. She nicknames Totsky «M-r
aux cameliasy, and with the same derision speaks of herself:

«What if I used to sit in a box at the French Theatre like an inaccessible
paragon of virtue... and wore the airs of proud innocence!» (155).

Others (and Aglaia is one of them) treat her as a licentious and
repentant Magdalene; Myshkin knows that she suffered greatly,
emerged from that hell pure, but her great pride made her so des-
perate as to blame herself for her past. He immediately realizes that
Rogozhin and Nastasia are bound together by a morbid passion for
destruction and self-destruction, and responds to Ganya’s question:
«And would Rogozhin marry her» with a foretelling «I daresay, he’d
marry her and in a week perhaps stab her» («kenmnncs 6o, a upe3s
HEeAeNI0, TTOKanyi, 1 3apesan Obl ee», 8, 32). The phrase Myshkin
uses, «3ape3an 6b1», alludes directly to the knife.

As an instrument or tool needed for gardening, for ritual sacrifices,
and also for murder the knife becomes the center of several ekphrastic
compositions, all focused on Rogozhin and, by implication, Nastasia.
In complete agreement with the narrative function of ekphrasis, the
writer (Dostoevsky) emulates the painter and depicts Rogozhin’s
portrait. Then, using Myshkin's perspective, he produces a series of
genre pictures which show the physiognomy of Rogozhin’s gloomy
house with its dark staircase, Rogozhin’s bedroom which he also
uses as his study, and finally — a «table-painting» in the manner of
German Renaissance masters that shows a couple of sheets of paper
and a knife lying near the book. From the conversation of the two
friends, rendered as a direct discourse exchange, the reader learns
that Nastasia had visited the same place a few days ago and, exactly
like Myshkin, was affected by the gloomy expression of Rogozhin’s
dwelling and paid attention to the same interior details.

Many Dostoevsky scholars have discussed the significance of
the «knife» leitmotif; the only detail worthy of additional emphasis
here is the exchange between Myshkin and Rogozhin that precedes
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the last, and the most powerful ekhphrasis of the Pieta (Myshkin
and Rogozhin mourning over the dead body of Nastasia):

Myshkin: «..listen, tell me what did you do it with? The knife?
The very same one?»

Rogozhin: «The same».

Myshkin: «There’s something else... did you mean to kill her
before the wedding, at the church door... with the knife?»

Rogozhin: «I don’t know whether I meant to or not».

Myshkin: «Did you ever take the knife with you to Pavlovsk?»

Rogozhin: «No, never..» (592).

Rogozhin adds that he took this knife «out of the locked drawer
this morning», and until then it «had been lying in the book all the
time» (that is, since the day Myshkin visited him there and he tried
to kill the Prince by the hotel staircase).

This scene proves that Dostoevsky had wholly developed and
aesthetically realized his central synthesizing idea of how Mysh-
kin’s Christian love affected people. Myshkin’s Christ-like perso-
nality left an ineradicable trace in their hearts. Fearing to ruin
Myshkin, to destroy his immense perfection, Nastasia escapes him.
She views herself as the Magdalene who cannot atone for her sins
and fearing the yet greater sin of suicide, she compels Rogozhin to
put her to death with the «very same knife» that he once raised over
Myshkin.

Illustrations

Palma Vecchio (Giacomo d'Antonio de Negretti, 1480—1528)
Three Sisters
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Palma Vecchio (Giacomo d'Antonio de Negretti, 1480—1528)
The Virgin and Child with Saints (The Baptist and St. Catherine)

Palma Vecchio (Giacomo d’Antonio de Negretti, 1480—1528)
The betrothal of St. Catherine
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Hans Holbein J. (1497—1543)
The Madonna of the Burgmaster Meyer

Aleksandr Ivanov (1806—1858)
Christ's Appearance to Mary Magdalene



Posanna Kasapu

TEHE3MC AAHAITAO®THBIX OBPA30B
B ITPOM3BEAEHMAX ®. M. AOCTOEBCKOI'O:
MUDOTBOPYECKAS @YHKLIMA
«BHYTPEHHEI'O B3I ASIAA» I'EPOA

IJenecoo6pasHo obpaTuthes enje pas K Borpocy, kak @. M. No-
CTOEBCKMI BOCIIPUHMMAET OKPY3KAIOIYIO PEANbHOCTb, OKPYKAIO-
Ui MUP, KaKMe y Hero AaHAmadThl, mensaxku, manopamol. Camble
M3BECTHDIE [TEM3aKN B IPOU3BEAEHUSTX [\OCTOEBCKOTO, €CAY UCKAIO-
YUTH TOPOACKME BEAYTHI, T. €. BECh OTPOMHBIN TIAACT I1eTEPOYPrcKmMx
BEAYT, KOTOPBIE YK€ TIJATEABHO M He pa3 ObIAM M3Y4YeHbl, KK U3-
BECTHO, OYeHb HEMHOTIOYMCAEHHBI. JTO 1) MBerijapckue ropHbIe
nevizaxu B «Vpmore», 2) Bup pexku Vpreim B ammnore k «IIpe-
CTYTIAEHUIO U HaKa3aHumio» (BUA, KOTOPDIM BCe-TaKM HEBO3MOXKHO
He OTHecTM K maHopame Hesol, coseprjaemort PackonbHMKOBBIM
c MocTa), 3) SApKUi AaHAIA]T, KOTOPBII OTKPBIBAETCSI TIEPEA TAd-
3amu Mapsu TumodeeBHbI, KOraa OHA BCIIOMMHAET JKU3Hb B MOHA-
cToipe, 4) Temuast Apamatudeckast o6cranoska youiicrsa Illarosa
B «Becax», 5) NOXANMBBIA, YIPIOMDIN, CEPBIA IMEM3aXK, COMPOBO-
sxpatomuit yxoa Cremana Tpodumosnua, 6) 3Be3pHoe HeGO, co3ep-
jaeMmoe Aneleyt B MOMEHT TIOKMAAHVSI MOHACTBIPSI, TIOCAE CMEPTU
crapia 30CuMMBI, a TaK’)Ke HEMHOTME APYIMe MeHee 3Ha4MMble Te-
3axkn. Cpasy xxe 6pocaeTcs B raasa, Kak 4acTo MOAYEPKUBANOCH, YTO
B AAHHDIX M300PaKEHNSIX OTCYTCTBYET MOAPOOHOE M A€ TANBLHO pas-
paboTaHHOe onmcanue reorpaduIeckux MecT, CAEAOBATEABHO, B UX
paszbope HEOOXOAMMO MPUOErHYTbL K APDYTUM CPEACTBAM, MO CPaB-
HEHVIO C aHAAM30M OOBIKHOBEHHDIX «ITOATUYECKMUX» AAHAIAPTHBIX
KapTUH, TAe AOMUHUPYET UCKAIOYUTEABHO ICTETUYECKAST, BHEIIHSISI
CTOPOHA Iey3aXka UAYM, KaK TOBOPUTCSI, BAMSIHME TTey3aXka Ha ANy,
Ha MICUXOAOTMYECKOe HACTPOEHME Teposl.

© P.Kasapnu, 2011
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V NocToeBCKOro, ¥ Ha 3TOM BCE€ KPUTUKM CXOASITCSI,' A€NO
obcTout coBceM mHave. \aHAmMADT, HECMOTPSI HA CPABHUTEADb-
HYIO NaKOHUYHOCTD €ro XapaKTepPUCTUKU, BCETAA SIBASIETCSI 3HA-
KOM T'AYyOOKMX, OTBA€YEHHBIX KOHIJEIITOB MAM MUPOBO33PEHMSI,
B TO BpeMSI KaK BHEINIHSISI «KKPACUBOCTDL» He AAdeTCsl KaK 1JeHHOCTh
cama 1o cebe.

Mpbl HamMepeHbl 06PATUTbL OCOOEHHOE BHMMAaHMeE Ha ABa acrek-
Ta M OTBETUTH HA ABA BOIIPOCA, A UMEHHO: Kak repou A\ OCTOeBCKO-
rO CMOTPSIT Ha MUP M KaK OHU «TBOPSIT» CBOM MUP. DTN ACTIEKTHI
AOTIONHSIIOT APYT APYTa M OIIPEAENSIIOT, C OAHOV CTOPOHBI, OCHOB-
HYIO QYHKIJMIO, KOTOPYIO CYObeKT BUAEHMSI AOBEPSIET AEMCTBUIO
M akTy BUAeHMs (T.e. «B3TASIAY» CyODbeKTa Ha OKPYKAIOMMI
MUP ), C APYTOV CTOPOHBI, PYHKIINIO CYyOBEKTA KAK AEMUYypra.

M3 nepeyncneHHBIX NPUMEPOB OOpaTMM CHavana BHUMaHME
Ha ABa Ien3axka, KOTOpble CAeAyeT pacCcMaTpuBaTh COBMECTHO,
IMOTOMY YTO OHM COAEP>KAT OAHU U Te Ke, XOTsI M u300pakaeMble
B Pa3HbIX MTePCIIEKTUBAX, COCTaBAsIIONME d3neMeHTbl. Pazymeercsl,
CNOBO «IIePCIIeKTUBa» yIoTpedAsieTCs HAMU He B YMCTO TreoMe-
TPUYECKOM, & B OTBA€YEHHOM 3HAYEHUN.

ITepBbt TIpyMep — M3BECTHDbIE IIBEIIAPCKIE MEN3aXKu. DTO
cHavana pacckasd Mpimknnaa Enanunusiv o sxusau B [1Bertiiapmn:

«VY Hac TaMm Boponap Obln, HEOGOABINON, BBICOKO C FOPBI ITapan M Ta-
KOO TOHKOIO HUTKOW, MOYTH MEPIEeHAUKYASPHO, — OeAbIV, IIyMAUBBI,
HeHVICTbII;I; rnmapan BbICOKO, 4 Ka3danoCb, AOBOAbBHO HMU3KO, ObIn B TIONBED-
CTe, a Ka3an0Ch, YTO AO HETO MSITLAECST Maros. <...> Toske MHOTAA B ITOA-
A€Hb, KOTAQ 3aAellb KyAa-HMOYAL B rOpbI, CTaHENIb OAMH ITOCPEAMHE
ropbl, KPyroM COCHBI, cTapble, OOABIINME, CMONICTBIE; BBEPXY Ha CKane
CTapblll 3aMOK, CPEAHEBEKOBBIV, Pa3BaAMHBI;, Halla AepeBeHbKa AANeKO
BHM3Y, 9y Tb BUAHA; CONHITE SIpKOe, He6o rony6oe, TuimHa crpamHasy (8,
50—51).

[IBertiiapcxkuit nanpmadT Becriommuaetcst MplkuHy, 1 Koraa
OH CHMAMT Ha 3HAMEHMTOM 3eAeHOM cKkamernke B mapke IlaBroscka:

«3dto 66170 B I1IBeviijapun, B nepBoift roap ero nedenust <...> OH pas
3auien B ropbol, B SICHI_)II/JI7 COAHEYHbIN A€Hb, 1 ANOATO XOAUA C OAHOIO MY-
YUTEADHOIO, HO HMKAK H€ BOIINONIABIIECIOCSI MDBICAUIO. HpeA HUM OBINO

! OcobeHHO 1JeHHbIe 3aMeyYaHnsl Ha ATy TeMy HaxXxopAsiTcst B paborax JK. Kar-

to, H. Kayxunmsuan n M. H. Boriko, Ha KoTOpble MBI 9acTO CChIAAEMCsI B HaIllent
pabore. Ccpinkmn Ha nipomusBepennst O. M. NocTOeBCKOTO Aanee AAIOTCSI B TeK-
cre no mapaumio: Nocmoesckutl @. M. TTonn. cobp. cou.: B 30 1./\., 1972—1976.
T.1-17. Beipenenus B ynratax Haum. — P. K.
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OGnecTsijee He6O, BHM3Y 03€pO, KPYrOM F'OPU3OHT CBETADLIN M OeCKOHeY-
HBI/, KOTOPOMY KOHIja-kpast HeT. OH AOATO cMOTpeA M Tep3ancs <...>
[IPOCTMPAN OH PYKM CBOM B 3TY CBETAYIO, GECKOHEYHYIO CMHEBY U IIAAKAA.
My4nnao ero To, 4TO BCeMY 3TOMY OH coBceM yyskonm» (8, 351).

B nepBoit iinraTe « TMIIMHA CTpANTHAST SIBASIETCSI OY€Hb 3HAYM -
MBIM OITpeAEAEeHMEM, & BO BTOPOV HEAB3sI HE 3aMETUTh, YTO KAO-
YyeBOe CAOBO — «uyskor». Ha camom pene, MmMeHHO BHYTpPEHHUN
nmadoc reposi HAIIPaBASIET €r0 B3TASIA, OITPEAENsET BOCIIPUSITHE
U Tlepe>XnBaHMe OKpyskaromero myupa. MuIknH «3amen B ropo»,
HO He « A FOOYeTCsT» remn3akeM, He CO3epIiaeT MUP C BLICOTBI CO CTpa-
XOM U YAUBAEHVEM, KAK OOBIKHOBEHHO AENAIOT My TeIleCTBeHHUKN
B ropax. Camble pasHble MPOCTPAHCTBEHHbIE KOOPAMHATDI, YKa-
3aHHDIE B TEKCTE: «IIPEA HUM», KBHU3Y», KKPYTOM», KI[TOCPEANHEY,
«BBEpPXY», — TI€PEeAAIOT pa3Hble TePCIeKTUBBI, pPa3Hble TOYKU
3peHMSI, KOTOPbIe He COEAMHSIIOTCSI B HACTOSIIYIO «ITAHOPaMy»,
ouu pazbepnHeHbl. CNO>KHAST BHYTPEHHE-ITPOCTPAHCTBEHHAST CU-
Tyarmst MpIknHa He TTO3BOASIET €My BXKUTHCS B TPEKPACHYIO pe-
anbHOCTh. OH OCTaeTCs «4y>KMM» KPACUBLIM BUAAM, HE HAXOAUT
COOTBETCTBUIM MEXAY BHYTPEHHUM, «TE€P3aONIUM €ro» MUPOM
Y MPeKPAaCHBIM BHEITHUM MMPOM. ETo AyXOBHOe€, 9K3MCTEeHITMAND-
HO€ COCTOSIHME OTYYKAEHHOCTU BBIAMBAETCS HAa OKPYSKAIONIYIO
PeanrbHOCTDb U Kak OYATO OTAAASIET ee OT Hero. BHyTpeHHM pas-
Naj co3paeT rpaHUIly MeXAY HUM M MMPOM, OH YYBCTBYET PaBHO-
AVIIMEe K KpacoTe MeCT, KOTOpasi paBHOAYITHA K HEMY, TaK 4TO
€My HEeBO3MO>XHO rapMOHM3MPOBATh ¢ 3Ton kKpacoTon. OTciopa
cne3nl MbImKMHA: «... VI TIAAKAN.

K. KarTo yTBepskaaer, 4To repou J\OCTOEBCKOTO IepexxuBa-
FOT IPOCTPAHCTBO ABOSIKO: T€ POV ABUTAIOTCSI [0 TPOCTPAHCTBY U,
pe’xe, CMOTPSIT HAa ITPOCTPAHCTBO, HO, AOOABASIET KPUTUK, KT€PO
J\OCTOEBCKOro Mano CMOTPUT, & OOABIIE TTEPEKUBAET ero».”

B panHOM cayyae repom CMOTPUT, HO CBOUMM WHAWBMAYAND-
HbIM, HEOOBIKHOBEHHBIM, BHYTPEHHUM B3TASIAOM, Oaaropapst Ko-
TOPOMY OH BUAUT 0€CKOHEYHOCTDb Kpasl Kak Obl paCIIMPSIION]YIO-
csl, AYOAMPYIONIVIOCSI TMOBEPXHOCTBIO 0O3epa UM OeCKOHEYHOCTh
CMHEBBI, KOTOPBIE B AQHHLIIT MOMEHT ANS HETO SIBASIIOTCSI HE CUM-
BOnNaMM CBODOOADBI, a Kak Obl 3HAKAMU IIyraronjero OTCYTCTBUSI
HEOOXOAMMDBIX AYXOBHBIX ornop. Barasp MplnkuHa TeCHO coepn-

2 Catteau J. La création littéraire chez Dostoievski. Paris, 1978. P. 526.
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HsileT ABe QYHKIMM BYipAeHUST U BUAEHMS.® OTHOImeHMe Mbimkum-
Ha K MIBEMJapCKOMY I1e¥13a>Ky MOSKHO COIIOCTaBUTD C IMeM3a’keM,
ormcoiBaeMbiM Mapbeit TumodeeBHOM, KOrpAa oHa BCIIOMMUHAET
niepeA ITTaToOBBIM CBOIO MOHACTLIPCKYIO KM3HB!

«¥Yipy s1, ObiBano, Ha Geper K 03epy: C OAHOV CTOPOHBI HAll MOHA-
CTBIPB, a ¢ Apyroyt — Hama OcTpas ropa, Tax u 30ByT ee ropoyt OcTporo.
B3zoriay st Ha 3Ty ropy, o6pamnjych st AMIJOM K BOCTOKY, IIPUITAAY K 3€M-
Ae, N7aUY U He TIOMHIO, CKOABKO BPEMEHM M7lA4Y, I HE MOMHIO sl TOTAA
U He 3Halo s Torpa uuvero» (10, 116—117).

VImMeroTcst aneMeHTDI 0611IMMe AAsI ABYX TI€M3aKeN: Topa, 03€epo,
conHile (B pa3HbBIX BBIPA3UTENBHBIX BAPUAHTAX: SIPKOE AHEBHOE
COMHIle, 3aXOASIIlee CONHIIE MAM PAAyra) M obrjast CUXOAOTH-
yeckasl peakiusl ABYX TepCOHa>key — cAe3bl. B AaHHBIX cAyva-
SIX TEPOM CMOTPSIT, HO C AMYHOV, COOCTBEHHO! TOYKM 3PEHMSI.
BHemnHee MpoOCTPaHCTBO «TECHO 3aBUCUT OT Tepost».' NAercTBu-
TEeNABHOCTb AAHA, TAK CKa3aTb, TOMOrpadgUYHO TOYHO: ITO T'OPLI
KaHToOHa Ypu, 3TO MOHACTLIPh (3TO IleTepbypr), HO B AYXOBHO
TepCrieKTVBE reposi, BHE KOTOPOV PeanbHOCTb — NpU3pavyHasl, Ka-
skymasicst. O6a BHYTpeHHe MepeXKUBAIOT Me3ak, HO C Pa3HbIMU
UCXOAAMMU.

Mapbst TumodeeBHa CMOTPUT He MACCUBHO, a MO Mepe BO3-
MO>XHOCTYM aKTUBHO, ee B3TAsIA — aKkT, AencTBue. IIpucyrcTBue
B3TASIAQ-AEVICTBUSI OCOOEHHO ONIYTUMO B €€ pacckase, TAe OHa
COIPOBO3KAAET OINMCAHME MECT C YIIOMUHAHMEM PAa3HbLIX Peanb-
HDBIX ABVDKEHMI: «YVMAY <..> B30MAY <..> 0o0pamycb, IpUIAAY
<...> Bcrany» (10, 116—117). BuenHuit Mup BOCIIPUHMUMAETCSI
TMOAHOCTBIO Yepe3 B3TASIA TePOVHU, Yepe3 ee 3PUTEAbLHBIN MTOCTY-
MOK ¥ aKTMBHYIO BOAID. DTO aKTUBHOE co3epilaHue (HECMOTPSI
Ha OKCIOMOPOHHOE 3Ha4YeHMe ABYX TEPMUHOB) MTPOVICXOAUT U3 €€
BHYTPEHHEro, TAyOOKO AYXOBHOTO MMPA, M3 AYIIM, & He OT IICU-
XONOTMYECKOTO PACMOAOXKEHMST TePOsI, KaKk 3TO ObIBaeT BOOOIIe
B OMMCAHMSIX TPAAUIIMOHHBIX Te3a’Ke.

Buemnne reorpaduyecke anemMeHTDI TONorpaduyecky ysHa-
BaeMbl, HO OHM ITepepabaThIBAIOTCSI B HOBYIO KAPTMHY® COI'AACHO

3V Karro: «visée»: «vision». Ibid. P. 525—561.

4 Ibid.P. 526.

> Heob6x0AMMO MOAYEPKHYTH, Kak JoctoeBckmit croBamu Mapsu Tumode-
€BHBI OIMCLIBAET YAMBUTEABHYIO CIJeHKY, KOTOPYIO MOXXHO CYMUTATb ManeHbKUM
meAeBPOM B AyXe HAapPOAHDLIX CPEAHEBEKOBBIX TeaTPANLHBIX ITPEACTABAEHMIT AU
HapOAHOJ KapTuHbl, Ayoka. CM. panee.
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PEAUTMO3HOMY MUPOITOHMMAaHMIO Tepomuu. [leHTpoM MMpPOBO3-
3PEHYECKOTO nev3axka, KoTopsiit cozepiiaet Mapbst TumodeesHa,
SIBASIETCST «TOPay. B 11eHTpe CIleHbl CTOUT ropa, Ha BEPIIMHY KOTO-
pont nopnumaetcst Mapbst Tumodeesna. «Octpast ropa» — cum-
BOA, OAMIIETBOpeHMe apxeTuria ropsl. He caepyer 3a6biBaTh KOH-
TEKCT, KyAa /\eGsIAKMHA BKAIOYAET CBOV CAOBA O rOpe: OHA TOABKO
4TO roBopmaa 06 AdoHe («OAMH 3aX0KMI MOHAIIEK a(POHCKUID )
M O BaXXHOM APYIOM apxXeTulle M CUMBOAE PYCCKOM HAPOAHON
KYyABTYPBI, 0 MaTepu-3emMae, KOTOPYIO HEOOXOAMMO HATIOUTH CAe-
3amMu. VIMEHHO cae3bl COCTABASIIOT B cAoBax /\eOSIAKMHOM 3BEHO
MEXKAY ABYMsI CUMBOAAMU — TOPOM 1 MaTEPbIO-3EMNEN.

B pycckont kyabTypHOWM Tpaauiinu o6pa3 ropbl 3aHMMAaeT 0CO-
OeHHOe MecTO. Bricokue ropel He cBovicTBeHHDI reorpadun Poc-
cun. Bo cne O6a0MOBa HAXOASITCSI TIO ATOMY TOBOAY BeCbMa BbI-
pasuTenbHbIE CAOBA:

«Toppl Tam Kak GYATO TONBKO MOAEAM Te€X CTPALIHBIX I'A€-TO BO3ABUI-
HYTBIX TOP, KOTOPBIE YKACAIOT BOOGpakeHue».’

JIMeHHO KaK MOAeAH, OTChIAAOIME K TTEPBOOOPa3y, BOCIIPUHU-
MaroTCsI HeBbICOKME XOAMBI Poccyn B AYXOBHOV KyABTYPHOV pyC-
ckoyt Tpaanyn. OHM — 3pUMBIM 00pa3 BEPTUKAABHOCTH, CTPEM-
nenus k HeOy. ['opa, paske camast HeBbICOKAs, OTChIAAET K MUDO-
NOrMYeCKOMYy 00pasy MMPOBOV T'OPBI, CTOSIIIEN B CEPEAMHE MUPA,
OXBATBIBAIOIEV BEDXHWI, CDEAHMI U HVSKHUI MUPBI. B Xpuctuan-
CKOVI TPAAMLIUM rOpa COeAMHsIET TakKe 3eMAl0 M He6o. Ha camom
Aene, B AYXOBHOJ PYCCKOW MEPCIIEKTUBE, BCSIKAsl ropa OTChIAAET
K CBSITBIM ropam, K rope CuHan, K manecTMHCKUM ropam EBanre-
amst, K AQoHy 1, HaKOHel, BbIllle Bcero, K ['opaemy Vepycannmy.

Bcest orpomuast Tpaauums, crosimast Ha OCHOBe oO6pasa ropbl,
npocBeuyyBaeT 4depe3d croBa Mapbsu Tumodeennl. Ee Ocmpasn
20pa — ropa B IOAHOM CMBICA€ CAOBA, HACTOSIIAsI TOPa U KaK Ta-
KOBYIO €€ MO>KHO IPOTMBOIIOCTABUTbL AOSKHBIM IIBENJAPCKUM
ropam. IToatomy MbImkiH He MOHMMAan MPEKPACHDIN, CBETADIN,
SICHBIV, OAECTSIIMI MUP, KOTOPDLIV OTKPBIBAACS IIEPEA HUM C T'OP.
«My4yno ero To, 4TO BCEMY 3TOMY OH COBCEM YY>KOV». JTO CyK-
A€HME MOKHO KaKVMM-TO 0Opa3oM CBsI3aThb CO B3TASIAOM CaMO-
ro \ocToeBCKOro Ha AaHAMADTHI CTPAaH, KOTOPbIE OH IOCeljaA.

D)
TTuramant, mavwo oo FvATNAN 9 TNaramy mmammsaswa vaw nALio.

Hb 11y retieCrseHHMK, KOTOpPbIM €€ OeHNBdeT KdK CAdMOUbITHY K

6 Tonuapos M. A. O6nomos. M., 1969. C. 124.
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3CTETUYECKYIO [JeHHOCTh. B3rasip nyreniecTBeHHMKA ObIA eMy ab-
COAIOTHO Yy>XABIM. ETO AHEeBHMK myTemecTBus 1o EBporte «3mm-
HIE 3aMeTKM O AeTHUX BITEYATAEHUSIX» — ITO AANEKO HE AHEBHUK
MPUAESKHOTO IyTellecTBeHHMKA, coBepmawmnjero Grand Tour
c «bepexkepom» B pykax. IIncarenan crout nepep kyabtypon EB-
POTIBI M CTApaeTCcs KaK PYCCKUI MTPOHUKHYTH B Hee. Ho oH, Kkax
pycckmit, «BHe» ee, 1 EBporia octaercst M He AO KOHIIA ITOHSITOM,
3araj\04HOM, He «CBOEJ» CTPAHO.’

V MbplmknHa BbICOKYME T'OPblI BBI3BIBAIOT TaKk>Xke OeCrioKou-
CTBO M TOCKY, TOTOMY 4YTO OHM Kak OYATO He HACTOSIIME TOPHI.
HeBo3MoskHO mpovyBcTBOBaTh MX 00pas, mpuaarasl K HUM BCIO
CBOTO BHYTPEHHIOIO U AYXOBHYIO cuay. KapTiuHa rop HarmoMmmHaeT
«TeaTpanbHyI0 AeKopanunio». ['paHAMO3HOCTD M OTYY>KAEHHOCTD
KPacoThI TEP3aAI0T M MyYaloT, He pasperiasi BCTYIMTh B KOHTAKT."
Bcenomuum, uto u B «Mrpoke» «6abyneHbKa» 0TKa3bIBaeTCsl ocMa-
TPUBATH FOPY, «ITyaHT», TOTOMY YTO OHA ANST HEe HEMHTePeCHa.

ChepyeT TMOAYEPKHYTH elje OAHY BBIPA3UTENDHYIO AETaAb
B omMcaHuM AaHAmAadTa MBEAIIAPCKUX TOP, @ UMEHHO OAecTsI-
MW, SIPKUIA CBET COAHIJA, KOTOPLIV acCOIMUPYETCSI C BHYTPEH-
HIM HEMPUSITUEM Ter3axka. ITOT CBET He AdeT MPOHUKHYTH B TAY-
OMHY MMpa, OH OTPa’kaeTCsl Ha MMOBEPXHOCTY BENIEN, B TO BPEMSI
KaK AY4YYM 3aXOASINIErO COAHITA OOHMMAIOT MUP U BBI3BIBAIOT CAE3bI
ymuaenust y Mapou Nebsipkmuon. Cama \e6siaAkmHa, KOTOpast Tak
6amnzka MbIIKMHY, TOTOMY YTO OHA TOYXE MOAYIOPOAUBAST, BO Bpe-
mst mocemennst CTaBpornHa, pe3Ko OTKA3bIBASICh OT €ro MPeANO-
skeHMst SKUTh BMecTe B [TIBerijapui, 0OTKasbIBAETCST M OT TEX HeHa-
CTOSIIUX TOP, KAK OT KHESKM3HU», OT AYXOBHOM cMepTHu. ' opucTbin
nensask, KOTopbiit MBIIKMH HE B COCTOSIHUM BHYTPEHHE TTONOXKM-
TEABHO TIE€PEKUBATD, BLI3BIBAET Y HET'O MyYUTEABHDIE CAE3BI TOCKM,
B TO BPEMSI KaK PYCCKMI OAYXOTBOPEHHBIN MTeM3asK BbI3bIBAET, KAK
MBI y3Ke cka3anu, y Mapbyu AeOSIAKMHON CAe3bl YMUNEHUSI.

Kasxxabit 13 BbllleyKa3aHHDBIX ABYX TUIOB AaHAMAGTOB, pycC-
CKMIA U IIBEMIIAPCKUIT, B TEKCTE€ COOTBETCTBYIOMMUX POMAHOB

" Hwna Kayxummsuam nopdepkmBaeT AMYHYIO MEPCHIEKTUBY J\OCTOEBCKOro-

[y TeleCTBEHHMKA, BLIPAXKAEMYIO MM B « 3UMHMX 3aMeTKaX O A€ THMX BII€YaTAEHM-
six». Cm.: Kauchtschishwili N. 'eorpadwst ambo xyaoskecTBeHHast kanBa « becosy
Jocroesckoro // Slavica Tergestina. 2000. N 8. C. 43.

8 Botiko M. H. XypoxxectBeHHast «reorpadus» JNocroesckoro // Xypoxe-
CTBEHHbBIE MTPOOAEMBI PYCCKOM KYALTYPbI BTOpot nmonoBuHsl XI1X Bexa. M., 1994.
C. 35.
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COCTOMUT M3 ABYX 4acTeli, BTOPasl YaCTbh AOTIOAHSIET U yraAyOasieT
3HavyeHue riepsoit. [IpuBeay panbHermme crosa \eGsIAKMHON:

«BCTaHy I1oTomMm, o6pau;y(:b Ha3ap, a CONAHIIe 3aXoAuT, Ad Taxkoe
6onbIIOe, Aa TIBIIHOE, Aa chraBHoe <..>. IToBepHych s1 OmsiTh Haszap
K BOCTOKY, 4 TEHb-TO, TEHb-TO OT Hamen TOpbl AAN€KO ITO 03€py, KaK
cTpena, 6e>XXnT, y3Kast, AAMHHAsI- AAMHHASI M Ha BEPCTY Aanblile, AO CAMO-
o Ha 03epe OCTpoBa, M TOT KAMEHHbIM OCTPOB COBCEM KaK €CTb I10I1O-
AaM €ro repepexkeT, M Kak riepepe’xeT 11orioraM, TyT M CONHIJe COBCEM
3aMAeT, M BCE BApPYT noracHeT. TyT 1 s1 HAYHY COBCeM TOCKOBaTb...» (10,
117).

NebsinkmHa BbIOpana oCcOOYIO TOYKY 3pEeHMsI AAsI CBOEro BU-
AeHusi. Ee B3rasipa MOKHO Ha3BaThb «ITAHOPAMHBLIM B3TASIAOM
He TOABKO B IIPSIMOM CMBICAE CAOBA ( B3TASIA MAET C BLICOTDI, BUAE-
HMe BCeVT OKPY>KHOCTH ), HO KaK BbIpakeHVe BHYTPEHHEN HE00X0-
AVIMOCTHU OO'BSITh BCE YBUAEHHOE B €r0 IJEAOCTHOCTU. JTOT B3TASIA
KOMIIOHYeT, COEAUHSIET, CAeAYST BHYTPEHHEMY, AYXOBHOMY «3Ha-
HMIO» HabnOAaTens, ero Mupoonyiennto. Habaopatean B cuny
ITOTO «3HAHWUSI» CXBATBIBAET AYXOBHYIO CYIJHOCTbL BUAVMOTO,
CO3AaeT CBOM «AMCKYPC» O MUPE B I[ENOM.

B kapTuHe TeHb OT 3aXOASIIETO COAHIIA COeAMHsieT Oeper
M OCTPOB M CO3AAET HEYTO BPOAE MOCTA, TAK YTO ropa u Hebo,
BOAA 1 OCTPOB — BCE CBSI3bIBAETCSI B OAHO 11enoe. DTOT pparMeHT
MMUpa BOCIIPMHMMAETCS €10 KaK BCeAeHHasl, OAYXOTBOpeHHas 6o-
SKECTBEHHBIM AYXOM.’

Barasa Mapsu TuModeeBHbBI, MAYIIVI U3HYTPU HAPYIKY, BBI-
paxkaeT ee 0COOeHHYIO, a0OCONIOTHO AYXOBHYIO MEPCIEKTUBY.
C 370Vt TOYKM 3peHUs reorpadudeckyie pearnuyt CTaHOBSITCSI CUM-
BONOM TPAHCIJEHAEHTHOTO Mupa. VIHTepecHO MOAYEPKHYTH U TO,
YTO B AAHHOM 00pase BUAEHME AAETCSI FTeOMeTPUYEeCKMMU AVMHMSI-
MU AMHUST TEHU TOPBI U AMHMST OCTPOBA CKPENIMBASICh SIBHO 06pa-
3y1oT kpecT.' CrepoBaTEABHO, 3TA YAMBUTEAbHAS BCTPEYa AMHUNA
CriocobHa MepeHecTy U3 peanbHOr'o B AYXOBHOE.

O BO3MOKHOCTM TMPUMEHEHUS] TAKOW MMAaHOPAMHOM M OAHO-
BPEMEHHO TaKoOW AYXOBHOM, AOXOAsIIeN B TrayOuHe CcBoen

9 Knetuman P.5I. CkBo3Hble MOTUBBI TBOpYecTBa J\octoesckoro. Kuimnes,

1985. C. 23—24.

10 He caepyer 3a0biBaTh, 4TO /\OCTOEBCKMIT ObIA MHXXEHEPOM, XOPOIIO 3HAN
TEXHUYECKYIO CTOPOHY TMEePCIEKTUBbl, HO OAHOBPEMEHHO YAaBAMBAA TNYyOOKMUIA
CUMBOAMYECKUI CMBICA Peanvi.
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AO VHMBEPCANbHOTO PEAMTMO3HOTO 3HAYEHMS, AMIYHOW IepCIreK-
TUBBI, KaK 0CODOV TOYKM 3peHusl, \OCTOEBCKUI Yy>Ke TOBOPUA
B Havane CBOMX « 3MMHMX 3aMETOK O A€THUX BIIE€YATAEHMUSIX):

«ITycTb He pasrasKy HUYEro MOAPOOGHO, — AYMaA s, — 3aTO sI BCE BU-
Aen, Be3pe MoObIBaA; 3aTO M3 BCEIO BUAEHHOIO COCTABUTCSI YTO-HUOYAD
jenoe, Kaxkas-HMOYAL oOmasi maHopama. Best “crpaHa cBsTLIX dypec”
MPEACTAaBUTCSI MHE PAa30M, C MITUYLETrO MONAETa, KAK 3eMAsI 00eTOBaHHAsI
c ropel B iepcriektuse» (5, 46—47).

Barasia «c ropbl B IiepcriekTnBe», TouyHo kKak y Mapbu \eGsia-
KMHOM, /\OCTOEBCKMUIT HA3BIBAET B3TASIAOM C IITUYLErO IONETaY
U TIOHMMAET €ro He TOALKO B IPSIMOM CMbICAE «CBbicOKa» (5, 50),
HO KaK BO3MOYXHOCTb PACKPBITUS CYITHOCTU BUAVMMOTO, HACTOSIIIE-
ro MO3HAHMSI AEMCTBUTEABHOCTH Y€pe3 yIAyOAeHHOE ITPOYTEHNE €€
3HAKOB M CMMBOAOB." Ecau emre pas o6paTtuThCst K IMIBENIIAPCKO-
MY TIeM3aXky, KOTOPBI co3epriaeT MBIIKMH, TO HEOOXOAMMO CKa-
3aTh, YTO KHSI3I0 TOXKE XOTENOCH Obl «BUAETDLY» TAK, YTOOLI [TOCTUYb
CYIHOCTDb OKPY3KAIONero Mmpa, HO, Kak yke ObINO CKa3aHo, OH
He B COCTOSIHUM AOCTUTHYTb T'AYOUHDI 3TOV MIBEMIIAPCKON Peanb-
HOCTH, OAYXOTBOPUTH ee. Crep0BaATEABHO, €70 B3TASIA OEKUT, KaKk
OYATO CKOAB3UT AO TIPEAEAd, AO TPaHMITBl BUAMMOTO. Ero pacckas
y EnaHYMHBIX TPOAOAIKAETCST CAEAVIONVMI CAOBAMI:

«Bot TyT-TO, 6BIBaNO, 1 30BET BCE KyAa-TO, M MHE BCE KA3anoCh, 4YTO
€CAU TIONTU BCE nmpsMo, AT AOATO-AOATO U 3alMTU BOT 3a 9Ty AMHUIO,
3a Ty camMyto, rae HebO ¢ 3eMaent BCTpeYaeTcsy, TO TaM BCsSI U pa3rapka,
M TOTYAC K€ HOBYIO JXM3Hb YBUAMIIIB, B THICSYY Pa3 CUAbHEV U MTyMHEWN,
4YeM y Hac; TAKOV HOABIION rOPOA MHe BCE MedTancsi, kak Hearmoan, B Hem
BCE ABODIIbI, IIIyM, 'POM, XKM3Hb... » (8, 51).

«O6pas Heamnonast, Bosuukarommit 3a ropusonTom B I1IBera-
pyn, — ytBepxkAaeT bBoyiko,— mpeacTaBasieT coboyt O4eHb Xa-
PaKkTepHBIN AAST TIPOM3BeAeHMI /[\OCTOEBCKOTO CAyYay paspbiBa
¢ “reorpaduveckoit” peanbHOCTBIO U Tepexoaa K MudoAormde-
CKOVI CBOOOAE B TPAKTOBKe MpocTpaHcTBa. Hearmoab — 3To cBoero
poaa HoBo-rpaa, cMMBOAMBUPYIONINI “HOBYIO KM3HDL ', pOSKAae-
MBIV1 BOOOPaskeHEM M BOAEH rePOosi TOPOA YaSTHMUMA M HAAEKAY.

1" B panHOM caydae st cebinaroch Ha paborst Hunst Kayxunmsman. Cwm., Harpm-

mep: Kauchtschishwili N. T'eorpagust nnb6o xyposkectBenHas: kausa «becos» J\o-
croesckoro. C. 43.
12 Bouko M. H. XyposxxectBeHHast «reorpadus» Nocroesckoro. C. 49.
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CxkpbITbIVt cMbICA cnoB  MplIKMHA  YAOBMAA TIPO30PAUBAST
Arnasi, KoTOopasi, UDOHNYECKN KOMMeHTUPYst caroBa MbplmkuHa
o nipe6piBanmu B [1IBeriiapumn, yrBepskaaert:

«... Ballle YeTbIPEXAETHEE CYACThE B AePEBHE, 32 KOTOPOE Bbl BAIll IO-
poa Heartonn mpopanm <...> Ha koretkm» (8, 51).

[ITBevizapmst Tak 1 octaaach 4y>kom 3eMaeyt aAnst MermknHa,
U ee TOpbl — HeHacTosIuMu ropamu. B kapture MprmknHa cur-
HANnOM OTYY>XAEHHOCTU Iepost SIBASIETCST Ta «CTPAITHASI TUIIMHAY,
KOTOpAasl yraeT 1 BOMPEKM KOTOPOW OH MeYTAET O «IIyMe, TPOMe,
SKM3HM» BooOpaskaemoro Heamnonst. \eGsipkmHa Ske TTONHOCTBIO
rapMOHU3UPYET C OKPY>KAIOIeN MaHOPAMO.

ITpeoponenne rnpepcTaBreHust 4MCTO reorpaduveckoro IMpo-
CTPAHCTBA B YKA3aHHBIX AAHAMAPTHBIX 00pa3ax B MOAL3Y BbhIpa-
SKEHUSI TAYOOKMX AYXOBHBIX MX CMBICAOB MTPUBOAUT K COOOpaske-
HUSIM U APYTOrO TUMA, KACAIOMIMMCSI BO3MOSKHDIX CBSI3€M TaKMUX
0o0pa3oB ¢ BM3yanbHbIM McKyccTBoM. [laHopama, cosepijaemast
NebsspxkuHOM, co3paeTcst [\OCTOEBCKUMM ITOCPEACTBOM IlepeKkpe-
MMBAHMST CAOBECHBIX M MKOHOTrpaduyecknx anemeHToB. Kax m3-
BeCcTHO, \OCTOEBCKMI OCHOBbLIBAeTCsI HA pacckase nHoka [lapde-
HMsI,® OAHAKO B pOMaHe OH IepepaeT AaHAmAdT B [TOAHOV 3aBU-
CUMOCTHU OT B3TASIAA VI TOUKU 3PEHUST TTePCOHAXKA, KOTOPDIV BUAUT
rmaHopamy Kak Obl M300paskeHHYI0 B HApOAHOV kKapTuHke. Ha ca-
MOM A€ene TMOAYYaeTCsl KapTUHA, HATIOMUHAIONIAsT Te «AYXOBHbIE
AVICTBIY, KOTOPBIE ITPOAABAAUCH B MOHACTBIPSIX, B CBSITHIX MECTaX,
U rAe M300paskanyich CBsITble MecTa, B TOM uncae u ropsl Cunan,
Cuon, @asop, Adpon."

B Takux AyXOBHBIX AMCTax, Kak B MKOHAX, COCYIIECTBYeT
MHO>KeCTBO TOYeK 3PeHMUs, TOTOMY 4TO reorpaduyueckme pearn
CAMBAIOTCST B BOCIIPUSITUM 3PUTENEN CO CBEPXbECTECTBEHHOM pe-
anbHOCTDLIO. PeanbHOCTD, He Tepsisi CBOMX OCHOBHBIX COCTABASIIO-
MYX, MTONHOCTBIO OAYXOTBOPSIETCSI B COOTBETCTBUM C BHYTPEHHUM

15O 3HaunrTenbHOM poau npomsBepeHust mHoka Ilapdenmst «Ckaszanue
o crpaHcTBuM 1 nytemectBun o Poccun, Moapasum, Typyun n Cs. 3emae no-
crpmwkennka Cs. ['oper Aponckont nuoka [Tapdenns» cm. craroio: SIky6osuu Y. /.
K xapaxrepuctuxe cruamsanmum B «Iloppocrke» // Nocroesckuit: Marepuans
nuccaepoBanust. /\., 1978. T. 3. C. 136—143.

4 B wusBectHom karanore /\.A.Posunckoro «Pycckmue HapopHble KapTuH-
KI» COAEP3KATCSI MHOTHME Takue AyOKku ¢ ndobpaskeHuem cBsITbIX rop. OcobeHHO
MHTEPEeCHBIE MPUMEPDbI TAKUX AYOKOB HAXOASITCS M KOMMEHTUPYIOTCSI B KHUTE:
Pesenti M. Ch. Narrare per immagini / Ed. Il Sestante. BUP, Bergamo, 2002.
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OITBITOM TTAAOMHUKOB U CTPaHHUKOB. KOHKpeTHOe CBsITOe MecTO
UMY T1ePESXKMBANOCH CUMBOAMYECKY Y OTCBIAAAO K APYT'OVI BbICIIEN
peanbHOCTU. DTO U MOAXOA /\eOSIAKMHOI, KOTOpasl TakKUM oOpa-
30M TBOPUT CBOW OCOOEHHBIT AYXOBHO-MU(MONOTUMYECKUIT AVIC-
KypC O MUpe.

Wrak, yauBuTeAbHASI KADTUHA, cO3AaBaeMast croBamu /\ebsia-
KMHOW, AAeT BO3MOSKHOCTDb Ay4Ille OCBETUTH CBsI3b [\OCTOEBCKOTO
C PYCCKOV HAPOAHOV KYABTYPOW.

Tperbert kapTuHOM, B3siTOM 13 nponsBepernint @. M. Nocroes-
CKOTO ¥ ITPEACTABASIIONIeV COOOV MHTEePECHBIN CAyYal reHepaTuB-
HOV (PYHKIIMY ITepeKpenMBaHMsT B3TASIAOB aBTOPA U reposl, SIBASI-
eTcst puHanbHast yactb armaora «IIpectynnennst u HakazaHms.
Heob6xoanmo cpasy oroBoputh, 4To 0coO6€HHO OOraThii MaTepu-
an v OCHOBY AMSI aHAAM3A YKA3aHHOM TEMATUKU AdeT CPABHUTEADb-
HbI aHann3 armaora pomana ©. M. \ocTOEBCKOro 1 MOCAEAHMX
necHen u3 « Yuctuanma» \aHre.

OcTaBasist moka B CTOpOHe OrpoMHyto Temy o \ante n AocTo-
€BCKOM, K KOTOPOW HEOOXOAMMO OyAeT BCe-Taky BEPHYTDLCS, TaK
KaKk Mocae pasbsicHsommux caoB B. VMBanosa 1 M. baxtuHa oHa
AOMKHA OBITH AOTIONHMUTENBHO PACCMOTPEHA, B IJEHTP HACTOSIIIEero
MCCNAeAOBaHMSI Mbl ITOCTABUAM AMIIbL CPABHEHME YKa3aHHDLIX CIJeH
un3 «IIpectynaenust n Hakazauus» u n3 « uctunammar».” Caepyer
OT'OBOPUTBCSI, YTO CBsI3b MeXAY \aHTe 1 PackonbHMKOBBIM Obina
OoTMeuYeHa He pas, TaK KaKk MX SKM3HEHHBIV IyTh U3 rpexa K pac-
KastHUIO MMeeT B AEMCTBUTENBHOCTM MHOIO 001Iero,'® opHaKo

15 Heo6X0AMMO, OAHAKO, yKa3aTh, Kakue nepeBoabl «boxecrBennon Kome-

AMM», B 4acTHOCTH «UycTunnmay, moran 6uiTh B pacrnopsokenny O. M. Nocroes-
ckoro. OH, pazymeeTcsi, MOT YuTaTh \aHTe Ha OAHOM 13 3aIIaAHBIX, €My 3HAKOMbIX
SI3BIKOB, HO BO BpeMsi co3panmst «[IpecTynnennst n HakasaHms» ys>ke BBIIAU I10-
DPYCCKY HEKOTOPDIE repeBOAL «Apax»: B 1843 r. 6bin onyoankosan nepesop E. Ko-
AOTPMHOBOY B ITpo3e, B 1853 . BbIlen IMOAB3YIOMMIICS IIVPOKOV MONYASIPHOCTLIO
nepesop /\. Muna. Ero ke nepeBop «Hnmctunnmay Boimen toabko B 1874 r. Kpome
TOTrO, CA€AYET MMETDb B BUAY, 4TO B 1865 r. 6b1n oTMedeH 0COOEHHO TOPKECTBEHHO
o6uaent Nanre (600 net co AHSI POXKAEHMSI), K KOTOPOMY y>Ke IMOSIBUAUCH BaXK-
Hble Hay4Hble pabotol ['epuena, Orapesa, A. BecenoBckoro. BaxxHo Taxke rmoa-
YepKHYTD, 4TO \ocTOeBCKMit Obin GonbIIMM ApyTroM roaTa A. Marikosa, leHuTeAst
¥ rpekpacHoro 3Haroxa Aanrte, u yto umeHHo repeBop XXVII necan « Inctman-
mja» ObIA TEPBLIM [TePeBOAOM 13 /\aHTe Ha PYCCKMIT sI3BIK, OnTybAnKoBaHHbIM B Poc-
cvm B 1798 r. B sxxypHane «[IpusiTHOe 1 mone3HOE MTPENTPOBOKAEHME BPEMEH .

16 Cm.: Meanos Bsau. Nocroesckun. Tpareams—Mup—Muctuka // Hsa-
Ho6 Bsiu. dcce, cratby, nepeBoabl. Bruxelles, 1985. C. 72; Baxmux M. Bonpocsr
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B AQHHOM CAy4yae CpaBHEHME MPOBOAUTCSI AUIIb MEXAY BTOPOM
4acTbIO « dnmaora» pomaHa \0CTOeBCKOro, BcTpevyen PackonbHu-
xoBa ¢ CoHen Ha 6epery VpTbiiia, u AByMst Bctpedamu \aHTte —
cHavana c Mareabpoi1, a Bioche ACTBUM ¢ beaTpuye, maobpaskeHne
koTopbix 3auumaetr necHn XXVIII, XXIX, XXX «Yuctuanmay.
W3 yncaa o6mmMx MOTUMBOB, HAXOASIIIMXCSI B ABYX 3MM30AaX, CAe-
AyeT oOpaTuUTb BHMMAaHMe, BO-TIEPBLIX, HA MOTUB BOABI M Ha 3HA-
YUTENBHYIO POAb, KOTOPYIO UTPAET 3TOT MOTUB B IeN3aXKax, TAe
MMPOVICXOASIT AaHHbIe BCTpeun. [1o MHEHMIO UTAABSIHCKOTO yYeHO-
ro buanka 'apaBeanu, B AaHTOBCKOM ITPOM3BEAEHUN «BOAA UT'DA-
eT ABOVHYIO POAD: C OAHOVI CTOPOHBI, OHA — INeMEHT, COCTABASIIO-
VI OKPYSKAKOIIMA 1Tef3aX, C APYTOVl CTOPOHDI, BOAA HAXOAUTCSI
B IJeHTPEe CNAOXKHOV MeTa(pOpUYeCKON CUCTEMBI, Yepe3 KOTOPYIO
aBTOP BbIPA>KaeT PSIA HENeT'KO MOHMMAEMbIX TEONOTUYEeCKUX KOH-
ernitToB».'” Boaa, Mo MHEHUIO UTANABSIHCKOTO YYeHOI'o, — KpacHasi
HUTb NyTH \aHTe B 3arpo6HOM Mupe.

B mepBoit yacTi moamel B « AAY» BOAA — TIOHSITHE, CBSI3aHHOE
¢ rpexoMm, co 3a0M. OHa SIBASIETCST BU3YAALHBIM TPEACTABAEHU-
em Bbosxknnx Hakazauuit. Mpaunast peka AxepoH, KpoBaBasi pexa
DnereToHT, nepsiHOe 03epo KornTo npeacTaBasitoT co60¥1 pa3Hble
MecTa, TAe CTPANIHO MY4YaroTCsl TPENTHUKM, B TO BPEMSI KaK BOAA
B «YucTuaMIe» SIBASIETCSI MECTOM OYMIIIEHNST U AYXOBHOTI'O OOHOB-
nennst. Pexut dpema — \ete 1 JyHOD — MMEIOT CBEPXbECTECTBEH-
HYIO IIPUPOAY, YYAECHYIO YUCTOTY.

B nocaepnnx necHsx « Yuctuanina» uMmeHHO Ha 6epery peku
/\eTe, BOAA KOTOPOV AYXOBHO BO3DO3KAAET, TPOMCXOAUT 3HA-
meHuTast Bctpeda \ante ¢ bearpuye n nokupanme Bepruamsi,
KOTOPBIN y>Ke 3aKOHYMUA CBOIO MUccUIo rpoBoskaroro. CiieHa
OOHapy>KMBAET MOPa3UTENbHbIE CXOACTBA C PACCKA30M O BCTpeye
Packonbankosa ¢ Coneit B «drimnore» pomana «IIpecrynnenne
M HaKka3zaHue», HaYMHasl C COBITAAEHMSI KANEHAAPHOTO BPEMEHU
AO AeTanem memsaska, A0 COCTOSIHMUS TICUXONOTUIECKOTO U AY-
XOBHOTO Mupa rnepconaxev. [Tlopaskaet Takke cxoaHas cu-
cTteMa 00pas3oB, CUMBOAOB U MeTadop, YIIOTPEOASIEMBIX ABYMSI
aBTOpaMu.

nnteparyps! u acteturu. M. 1975. C. 306—307; lomman FO. M. CroxeTHOe 1po-
crpaHcTBO pycckoro pomana XIX cronetmst // O pycckon aureparype. CII6.,
1997. C. 723—724.

17 Garavelli Bianca. Dante e 'acqua ultraterrena. « Acqua» storia di un simbolo
travita e letteratura. Atti del Convegno, Civitanova Marche, 1996. P. 59.
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Jara Havana nyTemectBusi \aHTe MO 3arpoOHOMY MUDPY —
7 anpenst 1300 r., B TO BpeMsl Kak myTemniecTsue 1o dYuctuanmyy
mpoucxoanT nocae [Tacxu aToro roaa. \ocToeBCKMI 5Ke, CO CBOE
CTOPOHDI, BBOAUT YUTATEAS] B OKOHYATEABLHYIO CIJEHY POMaHa CAe-
Ayiomymu croamu: «Illaa yske Bropast Hepeast mocne CBSITOM...»
(6, 420). ITacxanbHoe Bpemsi, BpeMsi Bockpecennst XpyucToBa,
HeOOXOAUMDIN (DOH AEVICTBUSI AASI AMMHOTO AYXOBHOT'O BO3POXKAE-
HMSI ABYX TePO€EB, KOTOPOe AN 000UX OYAET IMPOUCXOAUTD B DAe-
me, B 3eMHOM paro. ¥ \aHTe B IPSIMOM CMbICAE CAOBA, B TO BPEMSI
KaK y PYCCKOTO MucaTenst HECKOAbKO IMe3a’KHbIX HITPUXOB SICHO
HaMeKarT Ha 3eMHOV pail.

CpaBHMBaeM ABa OTPBIBKA, BBOASIIIMX YUTATENS] B MECTO U Bpe-
MSI ITy TV BO3PO>KAEHUS IepOoeB:

«IIpectynnenne 1 HakazaHme»:

«J\€eHD OITSITh ObIA SICHBIV U TENABIL. PAHHUM YTPOM, 4aCOB B LIECTDb, OH
OTIPaBMUACS Ha paboTy, Ha Geper peku <...>. PacKoAbHMKOB BbIllIeA 13 ca-
past Ha caMblii 6eper, cen Ha CKAaAeHHDbIe y capast OpeBHA M CTan TASIAETD
Ha [MIMPOKYIO U MYCTBIHHYIO peky» (6, 421).

«Yuctunnmger:

S BbIIIEA K A€CY CKBO3b IIBETYIIUI AYT.
Ho cam ne 3HAA, YTO MHE€ CTYIIMTb MellaeT
ITop cens ero... M morasipen Boxkpyr:

A BADYT MeNbKHET B AeCy TPOIia KaKasl...
W BopsiMb Aopora MHe OTKPbIAACh BAPYT.
Ho nperpasxkpan ee, nepecexas,
CTpeMUTENbHBIN, UCKPSIIIUIACS TIOTOK... '

Pexa Upreimm mopobHO pexe Nere 3adepkuBaeT MNaMsITh
O TIPEKHUX rpexax, OYnIleHre COIMMPOBOXKAAETCSI MTapaANeNbHbIMU
AeTansimn: PackonbHUKOB 1 \aHTe, HAXOASIIIMECST Ha Hepery pex,
CABIIIAT MEAOAUIO, AOHOCSIIIYIOCST 13-3a peku. YyaecHast mpupo-
Ad, My3bIka B 000OUX MPOU3BEAEHUSIX CO3AAIOT MMPOCTPAHCTBEH-
HbI1 POH, TAe TTIePBOOBITHASI, ellle He TPOHYTasl, TpeKpacHast mpu-
POA&a SIBASIETCSI TPUPOAON D AeMa:

«IIpectynnenue 1 HakazaHme»:

«C BbICOKOTrO Gepera OTKPBIBAAACHh MMPOKasi OKpecTHOCTb. C Aanb-
Hero Apyroro 6epera 4yTb CABIIIHO AOHOCMAACH IecHsl. Tam, B o6anTon

8 Nawme Anuzvepu. bosxxecrsennast Komepnst / Ilep. ¢ nran. \. Munaesa. M.,
2007. C. 459. IlponsBepenne N\aHTe U pAanee JUTUPYETCSI [0 AAHHOMY M3AAHUIO
¢ 0603HaY€eHMEM CTPAHUIILI B CKOOKAX.
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CONHIJEM HEeOOO3PMMOJ CTeNMu, YyTh MPUMETHLIMM TOYKAMY YePHEAVCH
KoueBble IpTH. Tam 6bina cBOGOAA U SKUAKM APYTUE AIOAU, COBCEM He T10-
XOXKMe Ha 3AENIHUX, TaM Kak Obl caMOe BPEMsI OCTAaHOBUAOCH, TOYHO
He TIpomIAK enje Beka ABpaama u ctap ero» (6,421).
«Huctuanmey:

Kazanach yepHo Ta Bopa CKBO3HasI,

Ho 3a moTox st cBoV B30p nepeHec

W yBupan, 9to Tam, 6aaroyxast

KypeHbsiMM 3A€MCKUX, MBINTHBIX PO3,

Caapbl 1IBETOB Takye pacrneckanuch,

Yo y MeHst AbIXaHue 3aMA0Ch... (460)

V ManTte ormcaHye 3eMHOI0 past CCbInaeTcst He TOAbKO Ha bu-
OAMIO, HO U Ha M300pakeHre MU(PONOTUIECKOTO 30A0TOTO BeKa
Yy aHTUYHBIX TCATeAeN, Y caMmoro Bepruamst B 4eTBepTON « JKNO-
re», y l'ecuopa. ¥V \ocToeBCcKOro TOXe 1en3ask 3a peKOu uMeeT
XapakTepucTUku mypa 3onotoro Bexa. [1o aTomy rnnoBoay HeAb-
351 HE TIOAYEPKHYTh, YTO AAsl [\OcTOeBCKOro Mmnd o 30A0TOM BeKe
SIBASIETCSI CKBO3HBIM MOTMBOM €r'0 TBOPYECTBA I OCHOBHBIM TTOHSI-
THEM B MMPOBO33PEHNM HEKOTOPBIX OCHOBHBIX €TI0 ITePCOHAKEN.

Ha ¢one mnpexpacHoro m HeucriopyeHHOro mupa IJpema
y 06011X aBTOPOB IMOSIBASIETCSI SKEHIMHA-CITacuTeAbHMIIA. B paH-
TOBCKOJ TT09Me 006pa3 criacaronien >KeHINHbBI Kak 6b1 AYyOAUpPY-
eTcst: yepes peky /\eTe cHavyaaa nosieasietcst Marteabaa, koTopast
BcTpeyaeT \aHTe B DAeMe, OHA He SIBASIETCST caMa CIaCUTENbHU-
ent \aHTe, OHA TOABKO — TPOOOpPa3 TOV >KeHIUHbI, beaTpuue,
KOTOpAasl BLIBOAUT I103TA M3 MUPA 3Aa M rpexa, mocbinasi emy Bep-
I'MAMSI B Ka4eCTBe BOXKATOI'O U COIMPOBOXAAs ero cama 1o Paro.
Marenbpa — mudonormdeckust oopas. Ona nmpepcrasasieT co60m
MIPUPOAHOE COBEPIIEHCTBO M KPACOTY MEPBOOLITHBIX AFOAEH, €1]e
He UcropyeHHbIX rpexom. bearpuue ske — Codust, Beunast JKen-
CTBEHHOCTD, J\yma mmupa. OHa — coBepiieHHast nf0OOBD, caritas,
oHa criacaet /\aHTe, mokasniBaeT emy Vctuny n popory B Part.

Ha ctpanunjax AByx aHaau3upyeMbIX IPOV3BEAEHUN TOSIBAE-
Hust keHIuH-cnacurenbuni] (CoHsI CMMBOA M TPUYMHA OKOHYA-
TEABLHOI'O BO3pOKAeHMSsT PackonbHMKOBaA, a Anst \aHTe cHavyaaa
Marenbpa, morom beaTpuye) nNposiBASIIOT MOpa3mUTeAbHbIE COOT-
BETCTBUSI.

«IIpectynnenue 1 HakazaHme»:

«PackonbHMKOB CHupen, CMOTpeEA HEITOABMIKHO, HE OTPbIBAsSIChb; MbICAD
€rornepexoaAmnad Brpesol, BCO3€plHaHMe; OH HM O Y€M HE AyMaA, HO KaKkasi-ToO
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TOCKA BOAHOBana ero u myumaa. Bopyr noane Hero ouytmnaco Cons. <...>
Ha Het 6bin ee 6eAHDI, cTapbit OYpHYC U 3eaeHb aaToky» (6, 421).

«"uctunmme» (ITecur XXVIII, MaTennpa):

WM tam, rae 6pbI3ri COUHBIX TPAB KACANACH,
51 skeHMHY y3pea nepep co6oit... (460)

«Yuctunume» (ITecur XXX, beatpuue):
TTopo6HO conHIly 3TOMY, B TOT 4ac
CpeAI/I IIBETOB PACCDbIITAHHDBIX AABHO SI

3ameTun AeBy: ¢ IIAeY ee, BUSICh,
3eneHoe CrycKanoch MOKpbIBano... (472).

O6mast petanb, KoTopasi 6oAee BCero ropaskaet B obpasax
Conn u Bearpude, HeCMOTPST Ha BCE PA3AUYMST U HECOBITAAEHUSI,
TO TOT 3€NEeHDIV NNATOK U 3eAeHast MaHTUSI, KOTOPbIe X Xapak-
Tepu3yeT B MOMEHT IOSIBAEHUSI TIepe/ FePOSIMI B POAU CITACUTEND-
HUIl. \ASI XPUCTUMAHCKOWM PENVTUM 3eNeHbIN IIBeT, KaK U3BeCTHO,
obo3HavaeT HapeXAY. B panHOM cayvae u Anst \ocToeBcKoro 3e-
nenbit aatok CoHM MMeeT MOAOKUTENBHOE 3HAYEHME.

Mrak, 0 CoHe MOXXHO TOBOPUTB Kak 0 HOBOM beaTpude He TOAb-
KO B 00I[e-OTBA€YE€HHOM CMbICAE, HO Ha OCHOBE MOPAa3UTEAbHDIX
KOHKPETHBIX TEKCTYaAbHBbIX AaHHbIX. Ellle OAMH 3A€MeHT SIBASI-
eTcst oOIMUM B yKa3aHHbIX cijeHax. BHe3damnHoe nosiBaenvie CoHn
n beaTpude, KOTOpbIe TPEACTABASIIOT COO0OVI AnsT rpeltHuKOB Pac-
KONbHMKOBA M J\aHTe HOBYIO >KM3Hb, OCBOOOXKAEHME OT BMHBI,
BHYTpPEHHee BO3POXKAEHMeE, BbI3bIBaeT y PackonbHUMKOBA B3PbIB
OCBOOOAMTENBHOTO TTAAYA:

«Kax aT0 cryunnoce, oH 1 cam He 3Han, HO BAPYT YTO-TO KaK ObI TTOA-
XBaTUAO €ro M Kak Obl 6POCI/I.7\O K ee Horam. OH naaxkan M o6HMUMAN ee KO-
nenm» (6, 421).

B To Bpems xak Aante B « Yuctuanme» (Ilecun 31):

W 3appipan B capy 6aarocroBeHHOM,

He B cunax yaepskaTb KMIYYMX CAe3,

Kax >xanknit cMepTHDIN raadeT B Mupe 6peHHom (474).

HaKOHeLL OKOHYaTeAbHOEe CITaCceHue A,o':lHTe7 €r'o ITONAHOE O4YM-

meHne OT rpexa peanm3dyeTcst BO BpeEMsI €ro ITyTemeCcTBUSI IO PaIO,
COIMTPpOBOXAAEMOTO BeanM‘Ie. B KOHIIE€ IMTyTemeCTBMS OH ITO3HAET
MCTUHY, TO, YTO B poMaHe /\OCTOEBCKOTO COOTBETCTBYET KOHIIY
BHYTPEHHEro nyTu PackonbHMKOBA, AMIIIb B OOIUX YepTax OTMe-
YeHHOMY B CaMBbIX ITOCAEAHMX CTPOKaX 3TMMAOra M3BECTHBIMU CAO-
BaMI aBToOpa:
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«OH paXke M He 3HAN TOT'O, YTO HOBAs KU3HDL HE AAPOM >Ke eMy AOCTa-
ercst <..>. Ho TyT y>x HauMHaeTcst HOBast MICTOPUSI, UCTOPUSI ITOCTETIeH-
HOT0 OOHOBAEHMSI YeN0BEKA, MCTOPUSI TOCTENEHHOIO [IePePOsKAEHMSI €ro,
ITOCTEIIEHHOI'O IIEPEXOAA U3 00H020 MUDA B APYTOI, BHAKOMCTBA C HOBOIO,
AOCeAe COBEPIIEHHO HEBEAOMOIO AEMCTBUTEALHOCTLIO» (6, 422; Kypcus
nam. — P. K.).

JAAst pacKpbITHSI TAYOOKOTO 3HaYeHUsI AnMaora pomana /\ocrto-
€BCKOI'0 MOYKHO ITPVMMEHUTh CAOBA, KOTOPBIMM BaxTuH orpeaensi-
eT CMMBOAMYECKUN, YHUBEPCAAbDHBIV CMbIcA Mupa «DboskecTBeH-
"ot Komepanm»:

«BnusiHMe cpepAHEBEKOBOWM IMOTYCTOPOHHEN BEPTUKAAM 3A€Ch UC-
KAIOYUTEABHO CUABbHOE. Bech MpOCTPaHCTBO-BPEMEHHON MUP MTOABED-
raeTcst 3A€Cb CMUMBOAMYECKOMY OCMBICAEHUIO. <...> BpemeHHast nornka
TOr0 BEPTUKAABHOTO MMUpPA — YMCTAsT OAHOBPEMEHHOCTH BCErO <...>.
Bce, 4yTO Ha 3eMne pazpeneHO BpeMeHeEM, B BEYHOCTU CXOAUTCSI B UM-
CTOM OAHOBPEMEHHOCTM COCYIJECTBOBAHMSI. IDTU pPa3AE€Ae€HUs], ITU
“panbiie” 1 “ros>xe”, BHOCMMbIe BpeMEHEM, HECYIIIECTBEHHDI, MX HYK-
HO y6paTh, YTOOBI MOHSATH MUP <...>. TOABKO B 4MCTOM OAHOBpEMEH-
HOCTM MIAM, 9YTO TO JKe CaMOe, BO BHEBDEMEHHOCTY MOYKET PACKPBLITLCST
MCTUHHBIA CMBICA TOTO, YTO OBIAO, YTO €CTh U YTO OyAeT, M6O TO, YTO
Pa3AEASIAO UX, BPEMSI, — AMIIEHO MTOAAMHHON PEAABHOCTY M OCMBICAV-
Baromen cuap. "’

@D. M. N\oCTOEBCKUI1, CO CBOEV CTOPOHBI, CO3AAET yKe YMCTO
CUMBOAMYECKUIT «ITMMAOT 3MMAOra» CBOEro poMaHa, Maobpakast
KaKOM-TO «Ief3ax ¢ (purypamm», B KOTOPOM Kak OYATO pac-
cMaTpuBaeTCsl MepekpelyBane AByX Todek 3penus. C opHOM
CTOPOHDBI, OH M300pa’kaeT KOHKPETHbIE, EMY XOPOIIO 3HAKOMbIE
reorpadpuveckye 06HeKThI: TPOCTpaHCTBO CUbUPH, OMCKYIO Tep-
putopuio, peky MpToim u OecripepenbHYI0 PaBHMHY 3a PEKO
(6nraropapst KOTOPOM POKAAETCSI BUAEHME BHE BPEMEHU U TIPO-
crpancTsa). C Apyroit CTOpOHbI, OH X BOCITPMHMMAET KaK ITOTPy-
SKEHHDbIE BO BHEBPEMEHHOM M aOCOAIOTHOM KOHTeKcTe. Bripouem
n3BecTHO, 4T0 CbUPDL B pyCCKOM AnTepatype uMmeeT MndpOA0OTH-
yeckoe, MeTapM3nieckoe 3Ha4eHne:

«OpHAKO CIOKETHOE 3BEHO CMEPTh — aj — BOCKDECEHNE B MIMPOKOM
KPYre PYCCKYMX CIOJKETOB ITOAMEHSIETCSI ADYTMM: ITpecTynaeHne (ITOANH-
Hoe unn MHMMOoe ) — ccbinka B Crubupb — Bockpecenue. <...> CrepeoTurr
croxera 3aech 3apan 'oronb BropuiM ToMmom “MepTBbix Ayin”. Packonn-
Hukos, Mutst Kapamaszos, HexnaropoB 6GyAyT coBepuiaTh MpecTyrreHne

¥ Baxmun M. Bonipoco auteparypst u actetukn. C. 307.

64



Tenesuc nandwagpmuvix 06paszos...

<...> 3arem 6ypet cnepoBath Cubups (cMepTh, ap) U MOCAEAYIONIEE BOC-
KpeceHue. <...> BOCKpeceHMe IMPOMUCXOAUT MMeHHO B Cubupim».?

Kaprtuna Bcrpeun PackonbHmkoBa u CoHM, Kak Mbl y>Ke OT-
MEeTUAM, AAeTCSI B MU(PONOTMYECKOM CBETE, OHA TTPOUCXOAUT KaK
OYyATO B DA€eMe: BpeMsl, KAXKETCsI, OCTAHOBUAOCD, CTTOKOMHBI, TU-
XU M HETIOABVOYKHBIN T1€V3a3K OTChIAAET K AOMCTOPUYECKUM Bpe-
MeHaM:

«Tam Obina CBO6OAEI n SKUAM Apyrme ArAM, COBCEM HE TIOXO>KHMe
Ha 3ACIHMX, TaM KaK Obl camoe BpeEMsI OCTAHOBUNAOCDH, TOYHO HE IMPOIIAN
emnte Bexka ABpaama u ctap ero» (6,421).

CoBepirieHHasT KPacoTa MPUPOABI COTTPOBOXAAETCSI MY3DbIKOA,
TouHo Kak y \ante. Ha aTom ymmuporBopenHom nanpiadre CoHst
n PaCKOJ\bHVIKOB OAHU, KaK HepBO6bITHbIe My)K‘{VIHa M SKeHIMHa:
OH €11 OTKPBIBAET CBOIO 0€CKOHEYHYIO NFOOOBbD.

Heob6xoanmo ormMetuts, yto J\ocToeBckuit, uzobpasxkas Pac-
KOABLHUKOBA, KOTOPBINT AYXOBHO MEPEPOXKAAETCS] UMEHHO Ha Ka-
topre, B Cubupu, CBI3bIBAET C HUM U TTpeoOpa3yeT CBOM AMYHDIA
ornpIT. D10 CHUOUPDH, KOTOPYIO OH AMYHO 3HAET, 3TO OMCKAsI TeP-
puropust, Mptein. Yepes o6pasz PackoabHukoBa J\oCTOEBCKMIA
Kak OYATO «MM1GpONOTU3UPYET» CBOM MHAMBUAYAABHDIN OIBIT Ka-
TOP>KHOM JXMU3HU, IPUAABAST €My YHUBepcanbHoe 3HaveHne. Ecan
PackoabHukoB siBasieTcst \aHTe-TIepCOHa’KeM, TTIPOXOASIIUM Ty Th
ot Apa po Past, To \ocToeBCcKkMit KakMM-TO 0O6pa3oM yropoOasieT-
cst camomMy \aHTe-To3Ty.

OTBJ\e‘{eHHbII;I n AyXOBHO-yHVIBepcaJ\beII;I CMDbICA KAapTWMHDI
BCTpeYM ABYX repoeB J\OCTOEBCKOro, €e CMMBOANMYECKAS] HACHI-
IIEHHOCTDb AQEeTCsI, CAEAOBATENBHO, HATIAACTOBAHMEM ABYX TUITOB
B3TASIAQ: B3TASIA T€POsl, KOTOPDIM BOCIIPUHMMAET OKPY>KArollee,
M KaKOVI-TO CMHTE3UPYIONIUIA B3TASIA CBEPXY, «B3TASIA HAA B3TASI-
AOM», KOTOPBIM OOHMMAET Y MEeM3asK U ABYX TepPOEB, OOBEAVHSISI X
B OAHY KapTHUHY, IOXOXYIO Ha ciyeHy BcTpeun \anrte 1 bearpuye.

Barasipa aBTopa Mx BMAUT CUMMBOAMYECKM YK€ «3a PEKOW»,
SKMBYIIMX HOBOJVI >KM3HBIO (O KOTOPOWM, OAHAKO, OH, KaKk aBTop,
He OyAeT FOBOPUTD ), €r0 B3IAsIA CBEPXY COOTBETCTBYET TOW Gep-
muKkanu, 0 KOTOPOM roBoputT baxTuH, MOTOMY YTO CMMBOAMKA
BCTpe4YM " CMMBOAMKA l‘[e];[3a)l(a, rpe oHa rnpoxoaAmuT, IOAHMMAIOT
ClleHy M IepCOHa’keyl Ha APYroyi AYXOBHBI ypoBeHb. Ilepexoay

20 Nomman FO. M. CroxxeTHOe npocTpaHcTBo pycckoro pomana XIX crone-
tust. C. 723—724.
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JaHTe 13 rayOouHbI 3eMAK, U3 Apa A0 BepIIMHbBI TOpbl Yuctuanmia,
COOTBETCTBYeT B poMaHe J/\OCTOEBCKOro myTh PackonbHMKOBa
n3 [lerepbypra, ropoaa 3aa (Ap), A0 KaTopru Ha peke VpToim
(Ymctunmme). OpHako B anmaore pomana Ha Pail TOAbKO Ha-
MEeKaeTCsI, TaK Kak, TOBOPUT J\OCTOEBCKUI, «TYT V5K HAYMHAETCS
HOBAasT MCTOPWUSI, UCTOPUSI TIOCTENTEHHOTO OOHOBAEHMSI YEN0BEKA,
MCTOPWUST TTIOCTETTEHHOTO ITEPEPOKAEHMUST €0, TTIOCTETTEHHOTO TTepe-
XOAA M3 OAHOTO MMPa B APYTO, 3HAKOMCTBA C HOBOIO, AOCEAE CO-
BEpIIEHHO HEBEAOMOIO AEVICTBUTEALHOCTLION (6, 422).

Hosast uctopust — 3To mcrtopus BrioaHe obHoBAeHHOTro Pac-
KONBHMKOBA, KOTOPBIA ysKe Ipollen depe3 peky («rmepexop
M3 OAHOTO MMpa B ApyTrou» ), Ho poman «[Ipectynnenne n Haka-
3aHyEe» — BTO MOBECTBOBAHME TOABKO O UncTuaMIne, a MOBECTBO-
Banust o Pae @. M. \ocToeBCKMI TaK M He HATIMIIET.
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THE ACCIDENTAL FAMILY IN THE ADOLESCENT
AND WITTGENSTEIN’S «<FAMILY RELATIONS»:
The Novel as Model of Meaning

Not one of Dostoevsky’s fictional works conforms strictly to
the Realist poetics such as it appeared in the French and Russian
manifestoes of 1840 and 1841.' Dostoevsky’s characters are not
«typical» characters of the nation, they are not represented through
how they dress, eat, work and what kind of houses they live in. Dos-
toevsky’s characters are not «staged» sociological types as Dic-
kens’ characters are. They are not assigned roles in costumes and
set amidst a prescribed historical setting. Yet Dostoevsky’s char-
acters are nevertheless «real» or «true» but their «truth» resides
in what Dostoevsky has called «realism in the higher sense». This
«realism in the higher sense» means that Dostoevsky’s characters
reside, literally, on «another scene». This is a phrase used by Freud
to designate the locus of dreams in the unconscious — ein anderer
Schauplatz. It was a borrowing from Fechner, whom Freud cites in
his own Interpretation of Dreams:

! Compare Les francais peints par eux-mémes / Ed. I. Curmeur. Paris, 1840.

Tome Premier. This was followed by Nashi spisannye s natury russkimi. Vodovoz,
baryshnia, armeiskii ofitser, niania, znakhar’, ural’skii kazak. Vypusk pervyi — vy-
pusk chetyrnadtsatyi. Kniga A.P. Bashutskogo / Izdanie Ia. A. Isakova. Sanktpe-
terburg, 1841. Compare also: Okhotin N.G. A.P. Bashutskii i ego kniga: Prilozhenie
k faksimil’'nomu izdaniu. Moskva, 1986. This, in turn, was followed by Faddei Bul-
garin’s Ocherki russkikh nravov ili litsevaia storona i iznanka roda chelovecheskogo
(Sketches of Russian Manners and Mores or the Inside and Outside of Mankind).
Sankt-Peterburg, 1845. There were also numerous «physiologies», in which writers
like Nikolai Nekrasov and Dostoevsky had their debuts. All translations from Rus-
sian are by Vladiv-Glover unless otherwise indicated.

© S. M. Vladiv-Glover, 2011
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«Der grosse G. Th. Fechner spricht in seiner Psychophysik [1889, Bd 2,
520 f.] ... die Vermutung aus, dass der Schauplatz der Traume ein anderer
sei als der des Wachen Vorstellungslebens».”

[The great G. Th. Fechner surmises in his Psychophysics .. that the
scene of dreams is an entirely different scene to the one of waking concep-
tual life.]

Freud then adds his own gloss on Fechner’s conjecture by calling
«the other scene» a «psychical locality» («psychische Lokalitaty),
which is analogous to a place inside, say, a microscope or a photo-
graphic apparatus which serves as «die Vorstufe eines Bildes» — the
proto-phase of an image. Freud thus connects the scene of dreams
or the scene of the unconscious to the mechanisms of language or
concept formation which are connected to a visualisation process.
When Wittgenstein speaks of «Bild» — image — in the Tractatus,
he is on the same wavelength as Freud even if he does not speak
about the unconscious.

Just as the scene or setting for Dostoevsky’s characters is not
the «real» world of objects which might be mimetically reproduced
in fiction, so also Dostoevsky’s characters cannot be judged as «real
people» with real human biographies. They are not characters to
whom prototypes can be assigned easily although Dostoevsky
scholarship has uncovered many real people after whom Dostoevsky
might have fashioned his fictional characters. What matters when
one looks at Dostoevsky’s characters are the relations in which they
find themselves. This is nowhere more true than in Dostoevsky’s
hermetic penultimate major novel, The Adolescent, which carries
the subtitle « An Accidental Family».’

2 Freud S. Die Traumdeutung (1900) // Freud S. Studienausgabe / Herausg.
A. Mitscherlich et al. Frankfurt-am-Main, 1982. Bd 2. P. 512. All translations from
German are by Vladiv-Glover unless otherwise indicated.

3 The first seminal study on The Adolescent was produced by Gerigk H.-J. Ver-
such tiber Dostojevskijs «Jiingling»: Ein Beitrag zur Theorie des Romans. Miinchen,
1965. Gerigk’s study ends with the path-breaking insight in Dostoevsky research
that The Adolescent transcends the tradition of the picaresque novel, to which it pays
tribute, through the representation of the adolescent psyche as a snapshot in time of
a «presence» or a given state of affairs (Zustdndlichkeit), which sets in train the tra-
dition of Modernist representations of adolescents by Robert Musil, James Joyce and
Jerome D. Salinger. Compare Gerigk H.-J. Versuch... P. 193. However, Gerigk does
not pursue the phenomenological insight which forms the end-point of his analysis
of genre. The present study is an attempt to continue where Gerigk’s study breaks
off. No major studies on The Adolescent have appeared in Dostoevsky scholarship
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The Accidental Family in « The Adolescent»...

The family relations framing the characters in The Adolescent
are more relations than family. The two terms are not of equal force.
The first term — family — is a metaphor or code. But it is an empty
code, a name without substance, without a general meaning which
might point to an essential category referred to as «the family»:
hence the attribute «accidental». The emptiness of the general con-
cept «family» is underlined by the fact that nothing about the origin
and composition of the characters in Dostoevsky’s novel, who are
designated by the names «mothery, «father», «sister», «husband»,
«wife» or «aunt» corresponds to accepted notions of familial rela-
tions of «relatives» within the social fabric of 19"-century Russia.
Dostoevsky’s «accidental family» is not a denatured family because
of new developments in Russian society, covered by Dostoevsky
in the «Environment» column of his Diary of a Writer; it is dena-
tured because it is not meant as a natural family but as a virtual
family. The «family» which is meant here is a family of concepts
or signs which together constitute a complex relational structure
called sense or meaning. Dostoevsky’s coinage «an accidental fami-
ly» is thus a complex and extended metaphor reminiscent of the one
used some decades later (in 1945) by the Modernist philosopher
of language, Ludwig Wittgenstein, who spoke of «family relations»
(«Familiendhnlichkeiten») as the distinguishing feature of all con-
cepts, whose borders are by definition unbounded, open-ended and
polyvalent. Concepts are the building blocks of sense or meaning
and the fact that concepts do not lend themselves to strict general
definitions imparts fluidity to all sense or meaning. Mikhail Bakhtin

since the publication of Gerigk’s monograph some forty years ago. However, in the
wake of a rising interest in Dostoevsky and psychoanalysis, which started with Bem
A.L. Dostoevsky: Psikhoanaliticheskie etiudy. Prague, 1938, some interesting stu-
dies have appeared, including a seminal one by Susanne Fusso on The Adolescent:
Fusso S. Dostoevsky’s Comely Boy: Homoerotic Desire and Aesthetic Strategies //
A Raw Youth. Evanston, Northwestern UP, 2006, as well as her article: Fusso S. Se-
crets of Art and Secrets of Kissing: Towards a Poetics of Sexuality in Dostoevsky //
The Dostoevsky Journal: An Independent Review. 2002—2003. Vols. 3—4. P. 47—59.
The early studies on Dostoevsky from a psychoanalytic perspective belong to the
Russian Formalists: Bemn A. L. Dostoevskiy: Psikhoanaliticheskie etiudy; Lapshin I.1.
Obrazovanie tipa Krafta v Podrostke // O Dostoevskom: Sbornik statei / Ed. A.L.
Bem. Praga, 1929. T. 1. P. 140—144; Chizhevskii D. Dostoevsky psikholog //
O Dostoevskom: Sbornik statei / Ed. A. L. Bem. Praga,1933. T. 2. P. 51—72. A good
bibliography of these early studies can be found in Kravchenko M. Dostoevsky and
the Psychologists. Amsterdam, 1977.
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spoke of Dostoevsky’s novel as being dialogic in the context of the
«unfinalisable word» («nezavershennoe slovo» ). Wittgenstein, be-
fore Bakhtin, defined the dialogicity of all concepts through a cri-
tique of «general concepts», taking the concept of «games» as his
example to illustrate the non-essential and differential quality of
meaning or sense. Wittgenstein used the analogy of «family resem-
blances» to establish the proposition that «things that are called
by one name — things of a kind — do not always have one unique
thing in common...That is, it is not a necessary truth that things
subsumed under a general name — “unicorn”, “chair”, “game” —
must have some essential property that makes them things sub-
sumable under that name or that makes them things of that kind».*
This critique of essentialism in language embodies Wittgenstein's
attempt to define what language — or sense — is. Since he uses
«language» to include «meaning», it is perhaps better to call «lan-
guage» by another name — namely, discourse. Thus for Wittgen-
stein, meaning (sense) or discourse is a relation constituted by
many different concepts related through similarities and differences.
A general concept, such as «games», makes senses as a «whole» or
a totality, in the same way that a «family» constitutes a whole or a
totality. A general concept thus conceals many nuances of meaning
which are in constant interaction (Bakhtin would say that concepts
are in a «dialogic» relation with one another) and in a shifting re-
lation which resembles that of family members inside a functional
«unity» called a «family». Like family resemblances amongst family
members, concepts have no strict borders, they become meaningful
through (subtle) differences and similarities with other concepts
inside the network of relations forming a totality called meaning.
Thus the «family» becomes, in Wittgenstein’s analogy, a code word
for «sense» or the structure we call «meaning»:

«Instead of producing something common to all that we call language,
I am saying that these phenomena have no one thing in common which
makes us use the same word for all, — but that they are related to one an-
other in many different ways. And it is because of this relationship, or these
relationships, that we call them all “language”. I will try to explain this.

66. Consider for example the proceedings that we call “games”. I mean
board-games, card-games, Olympic games, and so on. What is common to

4

Suter R. Interpreting Wittgenstein: A Cloud of Philosophy, a Drop of Gram-
mar. Philadelphia, 1989. P. 27.
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them all? — Don’t say: “There rmust be something common, or they would
not be called ‘games’ — but look and see whether there is anything com-
mon to all. — For if you look at them you will not see something that is
common to all, but similarities, relationships, and a whole series of them
at that. ..Look for example at board-games, with their multifarious rela-
tionships. Now pass to card-games; here you find many correspondences
with the first group, but many common features drop out, and others ap-
pear. When we pass next to ball-games, much that is common is retained,
but much is lost. — Are they all amusing? Compare chess with noughts
and crosses. Or is there always winning and losing, or competition between
players? Think of patience. In ball-games there is winning and losing but
when a child throws his ball at the wall and catches it again, this feature
has disappeared. Look at the parts played by skill and luck; and at the dif-
ference between skill in chess and skill in tennis. Think now of games like
ring-a-ring-a-roses; here is the element of amusement, but how many other
characteristic features have disappeared! ...

And the result of this examination is: we see a complicated network of
similarities, overlapping and criss-crossing: sometimes overall similarities,
sometimes similarities of detail.

67. I can think of no better expression to characterize these similari-
ties than “family resemblances [Familiendhnlichkeiten] ”; for the various
resemblances between members of a family: build, features, colour of eyes,
gait, temperament etc. etc. overlap and criss-cross in the same way. — And
1 shall say: “games” form a family».’

In Wittgenstein’s analogy between discourse and family rela-
tions, the family members become metonymies of each other: they
have certain common features which are substituted by uncommon
ones. Wittgenstein's «family relation» (meaning) is thus a struc-
ture of difference. Members of that relation — concepts — are de-
fined not only by what they have in common but by what they do
not share. As members of the structure called «a family» they have
a «shared» identity (meaning) only through the other members of
the «family». The relationship of difference is not a typology — it
is non-hierarchical. Instead of being related through «tables» or
forming a typology, concepts («family members»), represented
by signs (images, portraits), appear side-by-side, as contiguities,
forming a fopology. This echoes Freud’s idea of the psyche as a fopo-
logy — a surface of relations between various elements of the psychic
apparatus whose function is to produce «meanings» for the subject.

5 Wittgenstein L. Philosophical Investigations. Second Edition. Trans. G. Ans-
combe. Oxford and Malden, Massachusetts, 1998. P. 31—32 (First 1953).
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The Adolescent as a Topology of Language

What Dostoevsky’s novel shares with Wittgenstein's conception
of language as a relation is that it is itself structured like a topology
or a giant tableau vivant (living picture). What «moves» on the sur-
face of this picture is the mind or spirit («Geist» — as in Hegel’s
formulation in The Phenomenology of Spirit) of the narrator-hero,
Arkady Dolgoruky. Arkady’s family name — Dolgoruky — is the
first characterological feature privileged in the text of the novel. His
name is false if not misleading: Dolgoruky is the name of a promi-
nent aristocratic clan of the Russian nobility of the 19" century but
Arkady is the son of a former serf. Instead of «essence» to support
it, Arkady’s name is empty, without significance, without signifying
the «general concept» that everyone mistakenly assumes it to be.

Arkady’s «existence» is literally in the word, his written word: his
Notes... which he says he is writing «for himself». Arkady’s «Notes» are
solipsistic in the same sense in which Wittgenstein defines solipsism as
a function of language, as a limit of language. Thus according to Witt-
genstein, meaning and the subject (the «I» who means) are one. The
subject (the «I») cannot be divorced from his (its) language but is in
this language which is his (its) world. Thus, according to Wittgenstein,

«[T]here is no such thing as the subject that thinks or entertains ideas.

If I wrote a book called The World as I found it, I should have to include
a report on my body, and should have to say which parts were subordinate
to my will, and which were not, etc., this being a method of isolating the
subject, or rather of showing that in an important sense there is no subject;
for it alone could not be mentioned in that book» (5.631).°

Here the same point is made about the subject as the one made
earlier about concepts. Like a concept, the subject comes into being
only in a relation, this time as a limit of the world:

«...The self of solipsism shrinks to a point without extension, and there
remains the reality coordinated with it» (5.64).

Wittgenstein’s subject, whom the American artist Joseph Kosuth
later comes to compare to a punctuation mark,® is the metaphysical

5 Wittgenstein L. Tractatus Logico-Philosophicus / Trans. D.F. Pears and B.F.
McGuinness London; New York, 1989. First published in German in 1921, first Eng-
lish translation in 1922. The numbers in brackets refer to paragraphs in the Tractatus.

7 Ibid.

8 Compare Kosuth J. The Play of the Unsayable: A Preface and Ten Remarks on
Art and Wittgenstein // Art and Design Magazine, 1994. Vol. 34. P. 66—69. What
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subject of language who is identical with language and sense and
shares all the characteristics and logical presuppositions of sense:

«The philosophical self is not the human being, not the human body, or
the human soul, with which psychology deals, bur rather the metaphysical
subject, the limit of the world — not a part of it» (5. 641).°

This relational subject, who shares the metaphysical world of
representation with words, is self-referential or tautologous, just
like propositions in language. For again, according to Wittgenstein,

«[T]he propositions of logic are tautologous» (6.1).
And:

«The fact that the propositions of logic are tautologies shows the for-
mal — logical — properties of language and the world...» (6.12).

Wittgenstein’s theses about the structure of language and
meaning reverberate in the structure of the plot and characterisa-
tion of Dostoevsky’s The Adolescent and hence can be used to de-
code a meta-level of meaning of the novel. The «accidental family»
represented in the novel is the structure of a relation, like the «scaf-
folding» of logic deployed by Wittgenstein in order to explain the
essence of language and thought in the Tractatus. This structure
reveals all manner of facts as potentialities, as possible states of af-
fairs which make up propositions of sense. Sense or the structure
of meaning is both form and content of plot and character. Thus
there is really no plot and no character — there are no «types» and
no caracteres."” There is ultimately no subject, for Arkady can never
emerge «objectively» from his own «Notes», he can never be inde-
pendent of his own word. As is the case for Wittgenstein's subject of
language in the Tractatus, Arkady’s word is his world.

This does not mean that the word of Arkady, the narrator, is mo-
nologic. The technique of «erlebte Rede» (experienced speech) is
used consistently in this novel as in all other Dostoevskian novels.
What it means is that the «world» of the novel is locked in Arkady’s
word (discourse) or «concept». This «world» as Arkady’s concept is
the world as inscription — the inscription of impressions, memories,

Kosuth says is: «The self is grammatical — it punctuates».

9 Wittgenstein L. Tractatus...

10 Compare Jules Janin’s introductory article to Les frangais peints par eux-
mémes. Tome Premier, where he points to the tradition in French letters, established
by La Bruyeére, of portraying types or typical «characters» of an epoch, national
types at a particular time in history. Les francais... Tome Premier. 1840. P. I-XVIII.
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emotions and desires. Arkady’s inscription forms an entire genea-
logy of sentiment — the sentiment of an adolescent poised to step
into the life of the nation but who has not done so yet at the moment
of the completion of his Notes which remain in the realm of potenti-
alities, just like a proposition in language.

The Adolescent as a Topology of Desire

Arkady’s narrative is motivated by strong emotions which are
not easy to decipher at first glance. Arkady masks his emotions by a
lot of talk — babble. He is one more of Dostoevsky’s «babbling» nar-
rators, almost an ingénu (artless) narrator who blurts out «truths»
despite himself. Arkady’s Notes call for an active reader who will
supplement Arkady’s omissions and occult story. This is the story
of an adolescent’s desire or of adolescent desire as such. It is about
sexuality as a function of language and the formation of an indi-
vidual as a self-consciousness.

As we know from Hegel, self-consciousness is desire — and de-
sire is desire for recognition or the desire of the Other." Arkady’s
desire is for the Father (Versilov) and for the Father’s desire — the
woman, Katerina Nikolaevna. Arkady’s Notes are full of contradic-
tions, inconsistencies, and exaggerations. They contain information
obtained by ridiculous or unlikely means of «witnessing». One ex-
ample is the conversation between Katerina Nikolaevna and Taty-
ana Pavlovna which Arkady «witnesses» when he hides behind the
curtain in Tatyana Pavlovns’s bedroom and overhears details about
the «letter» Katerina Nikolaevna fears!" This is only Arkady’s «se-
cond» meeting with Katerina Nikolaevna, who relates his blushing

11 Compare Hegel's definition of what is «essential» to self-consciousness and

his conclusion that «self-consciousness is Desire in general». Hegel G. W. F. Phe-
nomenology of Spirit / Trans. A.V. Miller with Analysis of the Text and Foreword by
J.N. Findlay. Oxford; New York; Toronto; Melbourne, 1977. P. 105 (Paragraph 167
of B. Self-Consciousness, IV. The Truth of Self-Certainty). Jacques Lacan and the
poststructuralist theorists of desire have elaborated on Hegel’s definition to come
up with the formula of «desire as desire of the Other». Compare Lacan J. The Sub-
ject and the Other: Alienation // Lacan J. The Four Fundamental Concepts of Psy-
choanalysis / Edited by J.-A.Miller, translated by A. Sheridan. New York; London,
1981. P. 203—215.

12 Compare Dostoevsky F. M. Polnoe sobranie sochinenii v tridtsati tomakh.
Tom trinadtsatyi: Podrostok. P. 127 (Part One, Chap. 8, III). This volume is the
source for Russian quotations taken from the novel.
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first encounter with her, not knowing that her unkind and unseemly
report is overheard.

Katerina Nikolaevna’s character is constructed through the ex-
pression of attitudes. Like Arkady, she has strong likes and dislikes
which come to almost violent expression in the plot of the novel but
which are not motivated by the plot. Or if they are, this motivation
is perfunctory because Katerina Nikolavena’s expressivity is consti-
tuted on «another scene».

Arkady’s «parents» — the former serf girl and the aristocratic
Versilov — also have strong emotions but these are held back or re-
pressed. The strongest emotion of Arkady’s « Mother» is abjection.”
Her «life» is one of total and absolute submission. She in fact only
exists as self-negation.

Arkady’s «Father» — Versilov — is said to have gone through
several inheritances and squandered them all. He is thus set in a
relation of exchange or dépense — expenditure. Other than being
covered by these abstract characteristics and endowed with some
unsubstantiated «typical» class features (not enacted on the stage
of the novel, in the diegetic space of the action), Versilov is not
«real». He is a function of Arkady’s desire. He is Arkady’s Other,
woven entirely out of Arkady’s wish to meet with his «biological»
father, a wish which in itself signifies a quest for origins." For all the
reader knows, Arkady’s Notes may be a figment of the narrator’s
imagination. None of what the writer of the Notes says in them may
have ever happened. All could be the «language game» of a frus-
trated «adolescent», Arkady’s equivalent of the fort-da game of
Freud’s grandson,” through which Arkady overcomes his «passive»

15 On the concept of the abject and its significance in the constitution of the sub-
ject of language, compare Kristeva J. Powers of Horror: An Essay on Abjection. New
York, 1982.

14 The quest for origins is associated by Freud with the death drive — itself a nega-
tivity in the psychic apparatus which functions as the groundless ground of language
in the unconscious. Compare Freud S. Jenseits des Lustprinzips (1920) // Freud S.
Psychologie des Unbewussten. Studienausgabe / Herausg. von A. Mitscherlich et al.
Frankfurt-am-Main, 1975. Bd 3. P. 246—248.

15 Freud observed his grandson at play when the mother of the child was absent.
The game the child played was to throw a wooden reel with a string tied around it
out of the cot, uttering a sound like «0-0-0-0» and then pulling it back into view with
a joyful «da». This has become known in the Freudian psychoanalytic tradition as
the «fort-da» game, or the game of absence/presence, interpreted as the basic struc-
ture of meaning. Compare Freud S. Beyond the Pleasure Principle // The Freud
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situation of unpleasure (Freud’s «Unlust», — occasioned by loss
and lack of recognition), and turns it into an «active» and pleasur-
able search for mastery."

The plot of the novel is pure melodrama or the stuff of dreams.
In the end, «nothing happens». No one is killed — all the «drama»
of expressivity and strong emotions ends in an anti-climax. It is as if
Arkady’s violent emotions had to be covered over, masked, censored
in order not to get the better of him. The action, instead, is a phan-
tasmagoria of desire. Through it, an attempt is made to represent
the unrepresentable. In this, Dostoevsky led the way for the Mo-
dernist generation to follow. Andrei Bely’'s 1918 novel Petersburg is
a prominent legacy of Dostoevsky’s phantasmagoric realism.

If one takes away («brackets out») the melodramatic elements
of the plot, what remains is a «phenomenological reduction»" or
a phenomenological space. This is the space of the unconscious
which is transcendental, not materialist, positivistic or essentialist.
Dostoevsky's novel is a drama of/in the unconscious — Freud’s
«other scene» which is a nowhere and which does not unfold in
linear time."

Is it possible to historicise this space? Is it possible to historicise
a phenomenological reduction? What is the «historical» context of
Dostoevsky’s novel ?

To answer these questions, let us turn to Nikolai Berdiaev’s cri-
tical opinion about Dostoevsky’s characters in general and those of
The Adolescent in particular. As the leading philosopher and critic of
Russian Symbolism, Berdiaev is representative of the Dostoevsky
reception by the generation of Russian thinkers, artists and writers

Reader / Ed. by P. Gray. London, 1995. P. 594—626. See also: Freud S. Jenseits des
Lustprinzips. P. 213—273.

16 Compare Freud S. Beyond the Pleasure Principle. P. 600.

17 Compare Edmund Husserl, whose phenomenological theory excludes or paren-
thesizes all that can be perceived and cognized or posited in the «natural attitude»,
the whole natural world, which is «there for us», to arrive at «pure consciousness»
with its «pure mental processes» and its «pure Ego». See: The Essential Husserl:
Basic Writings in Transcendental Phenomenology / Ed. D. Welton. Bloomington;
Indianapolis, 1999. P. 66—7 (based on Ideas, I, Sections 33—36, 41—46).

8 Freud declares that the unconscious is «timeless» and that linearity or tempo-
rality appears only in the system W-Bw ( Wahrnehmung—Bewusstsein, Perception—
Consciousness ). Compare Freud S. Jenseits des Lustprinzips (1920), and Notiz {iber
den « Wunderblock», (1925(1924]) // Freud S. Psichologie... P. 238 and 369.
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of the fin-de-siécle and the early 20" century. In a 1918 article, en-
titled « The Revelation about Man in the Creativity of Dostoevsky»,
Berdiaev offers an interpretation of Dostoevsky’s art which is con-
sistent with a conception of subjectivity provided by Freudian theo-
ry of the time, even if Berdiaev does not mention Freud:

«In the novels of Dostoevsky there is nothing, save for mankind
and human relationships. This has to be apparent for anyone, absorbed
in the reading of these spirit-gripping anthropologic tracts. All the
heroes of Dostoevsky only but visit with one another, they converse
with one another, and they are drawn into the miring abyss of tragic
human fates. The sole serious vital deed of the people of Dostoevsky
is their mutual relations, their passioned attraction and repulsion. It is
impossible to find any other sort of “deed”, any other vital array in this
immense and endlessly manifold human realm. Always there is depicted
some sort of human centre, some sort of central human passion, and
everything rotates, revolves around this human axis. There is depicted
a whirlwind of passionate human relations, and into this whirlwind is
drawn everything, everything somehow turns round in a frenzy. The
whirlwind of impassioned, fiery human nature pulls down this nature
into the mysterious, enigmatic, unfathomable depths. It is there that
Dostoevsky discloses the human infinity, the bottomlessness of human
nature. But even in the very depths, and in the light of day, and in the
abyss man remains, his image and countenance do not disappear. We
take delight from the novels of Dostoevsky. In each of them is revealed
an impassioned entry into inexplicable depths, a human realm, in which
everything exhausts itself. Within mankind is revealed infinitude and
fathomlessness, and there is nothing except man, there is nothing
interesting besides man.

Here for example is the “Adolescent” («Podrostok»), one of the most
genius-endowed and as yet insufficiently esteemed works of Dostoevsky.
Everything revolves around the image of Versilov, everything is saturated
by an impassioned relationship to him, by the human attraction and repul-
sion of him. The story concerns an adolescent, the illegitimate son of Versi-
lov. No one is occupied by any sort of work, no one has an otherwise organic
place in the established order of life, everything is off the beaten track, off
the paths of orderly life, everything is in an hysteria and frenzy. Yet all the
same there is the sense that everyone is at some immense deed, infinitely
serious, and that they will resolve very important tasks. What indeed is
this deed, what is this task? About it fusses the adolescent from morning
till evening, whither it is that he hastens, and why has he not a moment
of respite nor rest? In the usual sense of the word the adolescent — is a
complete idler, as is also his father Versilov, as also are almost all the active
personages in the novels of Dostoevsky. But all the same, Dostoevsky gives
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the impression that an important, serious, Divine deed is transpiring. Man
for Dostoevsky is higher than any deed, he is also himself the deed. There
is posited the living enigma about Versilov, about man, about his destiny,
about the Divine image within him. The resolution of these riddles is a great
deed, the greatest of deeds. The adolescent wants to discover the mystery
of Versilov. This mystery is hidden within the depths of man. All sense the
significance of Versilov, all are struck by the contradictions of his nature, for
all there is thrown into their gaze something deeply irrational in his charac-
ter and in his life. The enigma of the complicated, contradictory, irrational
character of Versilov with his strange fate, the riddle of an extraordinary
man is for him a riddle about man in general. The whole complicated plot,
the complex intrigue of the novel is but a means for the revealing of the man
Versilov, for the revealing of complex human nature, about the antinomies
of its passions. The mystery of the nature of man is disclosed most of all in
the relations of men and women. And about love Dostoevsky happened to
reveal something unprecedented in Russian and world literature, he had a
fiery concept of love. The love of Versilov and Katerina Nikolaevna pulls in
such an element of fiery passion, as nowhere and never existed. This fiery
passion was concealed beneath an outward appearance of calm. At times it
seems that Versilov — is the Vulcan of yore. But this impresses upon us
also all the more sharply the image of Versilov's love. Dostoevsky shows
the contradiction, the polarity and the antinomy in the very nature of this
fiery passion. Such a most intense love is unrealisable upon the earth, it is
hopeless, desperately tragic, it begets death and destruction. Dostoevsky
does not like to take man in the set living order of the world. He always
shows us man in the desperately hopeless and tragic, in the contradictions,
leading to the very depths. Such is the utmost type of man, manifest by
Dostoevsky»."

It is clear from Berdiaev's comments that Dostoevsky’s Mo-
dernist readers understood that his novels transcended ordinary
realism and that they were not mimetic reproductions of «the spir-
it of the age» or of Russian «manners and mores». For Berdiaev,
Dostoevsky’s novels are of cosmic significance and create charac-
ters that are larger than life. However, Berdiaev fails to historicise
Dostoevsky’s characters as myths about humanity which emerged

19 The Russian original text of this English extract is in Berdiaev N. Tipy

religioznoi mysli v Rossii. Paris, 1989. P. 71—77. The original essay was published
in Russkaia mysl’. 1918. T. 39, No 2: mart—aprel’. P. 39—61. The English transla-
tion by Fr. S. Janos was found on the Berdiaev website. No published version of the
translation could be found. I am grateful to June Pachuta Farris, bibliographer
for Slavic, East European and Central Eurasian Studies, University of Chicago
Library, for her kind assistance with these citations.
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under particular cultural conditions and as a result of new relations
in the life of European Man in the age of capitalism. Instead, Berdi-
aev works on the basis of a vague model of «khuman nature» which
does not give any clues about the historically grounded modern
European subject, and uses an equally unhelpful general model of
«tragedy» outside the context of its Greek poetics.

There is no model of «tragedy» as defined in classical aesthetics
(in Aristotle’s Poetics) encoded in the structure of Dostoevsky’s
novel. Nothing «tragic» takes place with the characters in The Ado-
lescent in the sense in which a classical tragic hero of Antiquity
would be torn between «duty» and «love» or duty to the Gods and
duty to the King. There is no «tragic mistake» — a deed perpetrated
by the tragic hero whose causality is not in his character flaws but
in a space outside causality. There is no tragic denouement in The
Adolescent. In Arkady’s Notes all ends in a most prosaic manner.

However, Berdiaev had a feeling for the «unreal» representa-
tion of «love» in Dostoevsky’s novel. He did detect that the «love»
between Katerina Ivanovna and Versilov is fraught with what he
calls contradictions. While he does not find the historical context
in which to explain his findings, we can assist his interpretation by
historicising these «contradictions» through the theory of alien-
ation and the «split subject» provided by 20"-century psychoanaly-
sis. The «love» of Versilov and Katerina Ivanovna follows a model of
relations which is true for all the other characters of The Adolescent.
This love is closer to caprice and wilfulness than to the traditional
(Christian) notion of «love» which is giving and forgiving. The ca-
pricious nature of «loving» alienates both the loved and the loving
Other. Yet alienation is precisely the point of the relation: without it
there would be no relation and there would be no «contradictions».

The concept of alienation, used in psychoanalytic theory, does
not have the negative connotations which Marx had given it when
speaking of «alienated labour».” Alienation is the condition — in the
unconscious — of the modern subject of language. It is a condition
resulting from the fact that the subject and its language are not one.
On the contrary, language is said to «split» the subject, to remove

20 Compare Marx K. Economic and Philosophical Manuscripts. 1844, reprinted
in Marx’s Concept of Man / Transl. T.B. Bottomore, F.Ungar, ed. by E. Fromm.
1961. P. 93—109 // Sociological Perspectives: Selected Readings / Ed. K. Thomp-

son, J. Tunstall. Harmondsworth, 1971. P. 51—62.
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it from Nature and to place it in Culture or the Symbolic Order.”
While Freud did not use the term «alienation» («Entfremdung»)
in this technical sense, he describes the phenomenon of a subject’s
entry into language using the example of the fort-da game played by
his one-and-a-half-year-old grandson in the absence of the mother
as a means of combating the lack which the child experiences when
separated from its primary object.

For Freud, the observation of the function of language as an over-
coming of displeasure at the loss of the object (the mother) leads to
the discovery of the repetition compulsion and the death drive —
that which is beyond the pleasure principle, which can explain the
dualistic or split nature of the affects of sadism and masochism:

«It would be in contradiction to the conservative nature of the instincts
if the goal of life were a state of things which had never yet been attained.
On the contrary, it must be an old state of things, an initial state from
which the living entity has at one time or other departed and to which it
is striving to return by the circuitous paths along which its development
leads. If we are to take it as a truth that everything living dies for internal
reasons — becomes inorganic once again — then we shall be compelled to
say that “the aim of all life is death” and, looking backwards, that “inani-
mate things existed before living ones "».*

Freud — the genealogist of modern psychic life — denies that
there is «an instinct towards perfection at work in human beings,
which has brought them to their present high level of intellectual
achievement and ethical sublimation and which may be expected to
watch over their development into supermen».” Instead, the psychic
apparatus functions as a topography, on which the dual instincts
of the libido — the ego-instincts and the sexual instincts (revised
as the life-instincts and the death instincts) — co-exist as equal
forces, while the sexual instincts subdivide further into the polarity
«between love (or affection) and hate (or aggressiveness)».* Thus
the sexual instinct has a «sadistic component», whose companion,
masochism, is sadism «that has been turned round upon the sub-
ject’s own ego».”

2! This is the sense in which the term «alienationy is used in post-Freudian psy-
choanalytic theory, pioneered by Jacques Lacan, who is a careful reader of Freud.
Compare Lacan J. The Subject...

2 Freud S. Psychologie... P. 613.

% Ibid. P. 615

24 Tbid. P. 621.

% Ibid.
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It is clear by now that we are using the tern «alienation» as
something of a metaphor which encompasses the Freudian model
of the split subject of language with its negative or contradictory
emotions of «love» and «hate». The term «alienation» in our discus-
sion is on a par with Wittgenstein's term «family relation» — both
terms refer to the structure of the relationship of the subject to the
Other which is not so much an embodied person as a position of
meaning in the unconscious. This relationship is «phantasmic» or
forged out of the material of fantasy: the Other is a «fantastic» pro-
jection of the subject who invests this fantasy with absolute faith
in its reality. What drives this investment is a force psychoanalysis
calls not «love» but desire. Desire is the ground of «personality» or
«character» in all of Dostoevsky’s novels which thus become models
of modern subjectivity as defined by the new scientific ideas of the
19" century, the science of psychoanalysis in particular.

Dostoevsky constructed this new model of subjectivity in kee-
ping with the scientific knowledge of his time and in some ways go-
ing beyond this, anticipating the new knowledge to come in the 20"
century.”

In accordance with this new and historically grounded percep-
tion of Man, Versilov is not «real»: he is mysterious, limp, ambi-
valent, indeterminate, undefined, sketched like a grotesque shadow
rather than a fully drawn portrait. Arkady invests him with power
and prestige but Versilov never shows himself in any acts of pow-
er. He spends his evenings meekly in the company of his «wife»,
Arkady’s enigmatic mother who alienates the reader, her equally
alienating «husband», Makar Ivanovich Dolgoruky, his daughter
Liza, a doctor, the unreal «aunty», Tatiana Pavlovna, and even the
cook, Lukeria (whom he invites to join the group and sit down,
which she flatly refuses since she «knows her place». Part III,
chap. 3, sub-chapter I11). This entire unreal group listens to Makar
Dolgoruky’s «uplifting» outpourings and stories which are a mix-
ture of preaching and something non-didactic. His way with words

2% James Rice has pioneered the study of the rise of psychoanalytic thinking in
Dostoevsky’s 19"-century Russia and has also provided innumerable insights into
Dostoevsky’s connection with the science of psychoanalysis of his time, such as his
interest in C. G. Carus during his Siberian period. Compare these two excellent
studies: Rice J.L. 1) Freud’s Russia: National Identity in the Evolution of Psycho-
analysis. New Brunswick; London, 1993; 2) Dostoevsky and the Healing Art: An
Essay in Literary and Medical History. Ann Arbour, 1985.
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is «creative» (when he spoke he was «neskol’ko khudozhnik» ), but
his words are not «all his own». He is interested in «facts» but does
not understand concepts such as «communism» which he is accused
of preaching. His expressivity is a folksy «sentimentality» which is
called «umilenie» — a kind of excess which is partly covered by the
psychoanalytic term of «jouissance»,” a sentiment which, according
to Versilov, is invested with «the religious feeling» of the Russian
people. When Makar’s words are quoted verbatim (as in Part III,
chap. 3, sub-chapter vi), they belong to skaz narration: his speech
is stylized and quoted by the narrator-hero as he heard them. Ma-
kar is said to be «not a peasant» but «a house servant» («dvorovyi
chelovek»),” «born a servant», and «born of a servant» («byvshii
sluga, rodivshiisia slugoiu i ot slugi»). This propels Makar Dol-
goruky, on the metaphoric plane, into the orbit of Hegel’'s Master/
Slave dialectic and gives one more indication that he belongs to the
analytic of the unconscious which is that «other scene» on which
Dostoevsky’s characters are situated as pure egos, engaged in the
dialectic of discourse and power. Concomitantly, Makar’s language
is «the discourse of the other» which constitutes the subject’s
(Arkady’s) unconscious.®

Versilov has a happy expression as he «listens» to Makar Dol-
goruky’s stories and stylized speeches. It is as if Makar Dolgoruky
were the embodiment of Versilov's primary unconscious — accor-
ding to Freud the «deepest» layer of the psyche and the site of

21 Dostoevsky F. M. Polnoe sobranie sochinenii v tridtsati tomakh. Tom trinadt-
satyi: Podrostok. P. 312.

2 For a sense of the term «jouissance» as it is used by Lacan in the complex struc-
ture of the subject of language, compare Lacan J. The subversion of the subject and
the dialectic of desire in the Freudian unconscious // Lacan J. Ecrits: A Selection /
Trans. A. Sheridan. New York, 1977. P. 292 ff. Jouissance is more than joi de vivre
because it is part of the unconscious structure of the psyche of the subject. If desire
is the mainspring of the subject — the essence without essence which underpins the
libido — then jouissance is the pleasure/pain of desire which is the reason for the
subject’s existence and dynamism. Jouissance is not a «sentiment» because it is, like
the sacred, unrepresentable. It is associated with the death drive — the subject’s
movement towards stasis and return to an inanimate state. The reason it is compared
here to the Russian concept of umilenie is because the entire plot of The Adolescent is
situated in the space of the unconscious according to the present reading.

2 Dostoevsky F.M. Polnoe sobranie sochinenii v tridtsati tomakh. Tom trinadt-
satyi: Podrostok. P. 312.

30 According to Lacan, «the unconscious of the subject is the discourse of the
other». Lacan J. The subversion... P. 55.
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primal memory. If this is the case, then Versilov's primal memory
is connected with ancient Russian religious texts on whose pathos
and verbal expressions Makar Dolgoruky’s speeches are modelled.
This stylized language, performed as speech, points to the origins
of psychic life in the unconscious which operates «like a language».*
The ground of subjectivity as well as the ground of national iden-
tity™” is one and the same ground: it is the language of the uncon-
scious. Dostoevsky represents the historical source of this language
as the language of the Russian medieval religious tradition. How-
ever, this could be interpreted in two ways: that the unconscious
is historical (grounded in the «oldest» national cultural memory)
or that the «Russianness» of this unconscious is a metaphor. If the
latter is taken as true, then the metaphor indicates that the uncon-
scious is inalienable — it is one’s own, indeterminate, subject only to
the force of urnilenie — jouissance — which is desire. Or both theses
could be combined in a single thesis in which case the unconscious
is both historical and indeterminate, inalienable and one’s own —
«native» — i. e. given from birth, through one’s culture. This would
mean that according to Dostoevsky’s novel, the unconscious is a
historical, cultural formation.

Arkady’s Rothschild I1dea and the «historical»
Unconscious in Dostoevsky’s Adolescent

In keeping with the analytic of umilenie or jouissance, Arkady’s
plot life develops under the sign of excess. The excess is embodied
in his Rothschild idea. Arkady’s «idea» is described as a «feeling»
rather than a «thought» (Part One, Chapter V, sub-chapter I) and
is born through «forging at high temperature». This is the idea that

31 According to Lacan, «the unconscious is structured in the most radical way
like a language». Compare Lacan J. The subversion... P. 234. Thus the unconscious is
«transindividual» because, as Jonathan Scott Lee points out, it is outside the control
of the individual because, as Lacan says (quoted by Lee), «language and its structure
exist prior to the moment at which each subject at a certain point in his mental de-
velopment makes his entry into it». Scott Lee J. Jacques Lacan. Amherst, 1990. P. 46.

32 The connection of the psychoanalytic theory of the unconscious with the
question of national identity is not a wild card. James Rice accords the question of
(Freud’s) national identity a central place in the evolution of Freud’s psychoanalytic
thinking, citing Freud’s essay «The Future of an Illusion» and the 1928 essay on
Dostoevsky as important signposts in the development of Freud'’s science. Compare
Rice J. L. Freud’s Russia. P. 170—171.
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he can become anything he wants, anything that his caprice dic-
tates to him, provided he has «perseverance» and «continuity» — in
other words, willpower. That is, an «idea» — of which the «Roth-
schild idea» is a kind of structural template or «model», is something
that is forged «red hot» in the crucible of the will. While protruding
into consciousness and appearing to be manipulated by conscious-
ness and intention, this will is not a simple wishing, willing or wan-
ting. Rather, like the Ego,” it has its roots in the unconscious which
is revealed through the subject’s fanatical and maniacal adherence
to the «idea». Arkady’s Rotschild idea operates like an idée fixe — an
obsession — which he only seemingly controls through conscious
willpower. In reality, his «idea» is the by-product of desire and aris-
es from the unconscious in the form of a substitution or metonymy:
Arkady’s Notes. Willpower, which could potentially mark Arkady
as a caractere — a character of Realist fiction — belongs, instead,
to the dialectic of unconscious drives and is not will that belongs
to Freud’s conscious («das Bewusste») but a drive called will-to-
power, sustained by the desire for recognition. Hegel was the first
European philosopher to define desire as a function of the modern
phenomenological subject and its identity. Hegel formulates desire
in terms of «the essence» of self-consciousness or of «what is essen-
tial» («wesentlich») to it in its quest for unity with itself or identity.
He finds that the «identity» of the subject is constituted by «dif-
ference» (from the «other») and that self-consciousness is desire
(«Begierde») — the groundless ground of identity as difference.*
Arkady is thus not a caractere straight out of the Realist manifes-
toes of the 1840s, and hence not a Russian but a universal or Euro-
pean man of modernity, defined by Hegel as the subject of desire,
by Nietzsche as the unstable identity of genealogical research, and
by Freud as the pathological subject of the unconscious grounded in
the death drive as the will to self-denial.

This will to self-denial is the expression of desire as the will
to power but also as the freedom of self-overcoming. This is illus-
trated in Arkady’s attempts to «fast» and to «save» in a violently
ascetic manner in order to sustain («prove») his «Rotschild idea».

% Freud contends that «much of the ego is itself unconscious, and notably what

we may describe as its nucleus; only a small part of it is covered by the term “precon-
scious"». Freud S. Psychologie... P. 603.
3 Hegel G. W. F. Phenomenology of Spirit. Compare also footnote 11 above.
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He compares his effort to «feats of monastic self-discipline», (cf. 13,
84) which connects him with the tradition of the Russian skhima
and skhimnichestvo — the highest monastic rank, requiring the ful-
filment of cruel ascetic rules. However, unlike the quest for spiritual
self-perfection of the Russian monastic tradition, Arkady’s quest
is not for perfection but for mastery over the Other which leads to
the attainment of freedom (cf. 13, 94). Arkady’s Rothschild idea is
thus not a quest for money, and not even a pursuit of power, but a
search for freedom which is attained in the consciousness of one’s
own «superior strength», allowing the Ego the necessary illusion
of mastery over all others. Desire is accompanied by transgres-
sion: Arkady’s transgressive, lewd street behaviour and subsequent
shame or repression. Thus Arkady wants to be alone, to brood: «Yes,
T am morbid, I constantly close in upon myself» (Part One, Chap. V,
sub-chapter IIT). Arkady also notes that in order to engender «his
idea», he needs his own «corner» («ugol»). Thus an «idea» is a spa-
tial object,” but the space and the object are not material. Instead,
they are phenomenologically reduced and virtual.

Arkady’s feeling of superiority issues from the fact that he has
money — a fact which is never explained on the plot level. The mys-
terious presence of money, which marks Arkady as an agent of capi-
talism, allows him to indulge in acts of great generosity: he rescues
an abandoned baby girl, paying for her to be breast-fed by a foster-
mother. When the baby dies, Arkady regrets not having taken a
photo of the dead baby.

This peculiar wish, expressed by Arkady, resonates with his Fa-
ther’s aesthetics: Versilov has a life-size photograph of Arkady’s
«Mother» in his study — a «secret» flat which is separate from his
«home» with Sofia Andreyevna — his own «ugol» in which his ideas
or Versilov as «an idea» — an unconscious — come into existence.
The «photograph» in Versilov's study transforms the space of the
study into a kind of «archive» of modern «ideas» — one of which
is the photograph, a technological advance on the daguerreotype

% In his logical grid of language as an organising structure for sense (proposi-

tions), Wittgenstein identifies the «object» (the thing) as a major building block.
However, this «object» is not a material object but a spatial, virtual object — one
that can be imagined and «envisioned» in the mind, that is, in the phenomenological
space which subsumes the Freudian unconscious. Thus Wittgenstein: «Each thing
is, as it were, in a state of possible states of affairs. This space I can imagine empty,
but I cannot imagine the thing without the space». See: Wittgenstein L. Tractatus...
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illustration of the Realist manifestoes of 1840—1841. The photo-
graph, in turn, transposes the «object» in the «world» into an «ob-
ject» (image/sign) in phenomenological space. The Mother’s pho-
tograph and the dead baby’s (unrealised) photograph thus play a
crucial role in the structure of Dostoevsky’s novel. They are like
the key to a new model of culture which Dostoevsky encoded in the
unconscious structure® of the poetics of his text. The photograph
announces the advent of the virtual in European culture to come.
The novel is set in the 1870s. The photograph was invented in the
mid-19" century, starting with a process by which daguerreotype
illustrations (1837) were produced, such as those featured in the
physiological sketches of the French and Russian Realist manifestos.
The invention of the photograph changed European aesthetics and
led to the spread of popular or mass culture. Dostoevsky’s novel is
set in a still feudal Russia, albeit one in which the emancipation of
the serfs had already taken place in 1861. The novel is populated by
princes and aristocratic figures — some, like Arkady, aristocratic in
name only — but these aristocrats mingle with the plebs and even
«intermarry». This is not a historically accurate detail. It is a meta-
phor. The «elite» here is a «virtual» elite, constituted as a figure of
speech which stands for the will-to-power in the structure of the
unconscious with its «faculties»: reason and feelings/ideas. This
«virtual elite», who no longer has an essernce or essential value and
who revolves around the empty centre of money and capital — the
plot is framed by intrigues around money sums and inheritances —
engages in games of power and prestige, set in the alienated land-
scape of desire whose origins are in the unconscious.

% Poststructuralism appropriates Michel Foucault’s notion of the «unconscious
of the text» which alludes to the Structuralist model of the narrative text and the
level of meaning identified as that of the Abstract (Implied) Author. It is the level
which requires an active reader who will interpret the text as a totality of relational
positions of meanings interacting to produce a potential total (but never final or fi-
nalisable) meaning of the text. Compare the Structuralist model of the narrative
text in Viadiv S.B. Narrative Principles in Dostoevsky’s Besy: A Structural Analy-
sis. Bern, 1979. P. 3—34, which the author adapts from Schmid W. Der Textaufbau
in den Erzahlungen Dostoevskijs // Beiheft zu Poetica / Ed. K. Maurer. Miinchen,
1973. Heft 10. On the appropriation of the term «unconscious of the text», compare
Jameson F. The Political Unconscious: Narrative as a Socially Symbolic Act. Ithaca,
New York; London, 1981. Compare also Foucault M. The Order of Things: An Ar-
cheology of the Human Sciences. Routledge, 1992. Originally published as Foucault
M. Les mots et les choses. Paris, 1966. P. XI Preface.
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The historical or political unconscious of Dostoevsky’s novel is
this: Russia was in transition between feudalism and modernity
since Peter Great’s reforms in the 17" century. By the mid-19% cen-
tury, this old Petrine Russia (still extant in old texts, the trace of
which is embedded in Makar’s speeches) was vying for supremacy
with a new Russia of Capitalism, and new social relations, based not
on God or essence or value but on the will to political power vested
in an exchange economy of money and words. This is expressed in
Makar Dolgoruky’s peculiar politics: he «preaches» Communism
without knowing what he is doing. The rumblings of the Russian
Revolution to come punctuate the text of Dostoevsky’s novel like
a repressed content. History is forged, like Arkady’s «Rothschild
idea», red-hot, through convictions, like those of Makar, which are
engendered in unconscious desire constituted historically as the will
to power over an Other.

This is Dostoevsky’s genealogy of his time: a Russia poised on
the brink of European modernity, with the repressed memories of a
national religious past representing essential value now emptied of
content; a nobility which has lost its «essence» to capitalist exchange
and a common people who will embrace Europe only through uto-
pian idealism and revolutionary asceticism — the «Rothschild idea»
of Russia’s near future. With his model of Russia’s transition to Eu-
ropean modernity, Dostoevsky points the way to a similar pheno-
menology of «transitional societies» to come, following the wars
and revolutions of the 20" century.



IToaxoab! K «<KpoTrom»
Approaches to Krotkaya

Joe Andrew

«WHO WAS I AND WHO WAS SHE»:
A STUDY OF NARRATIVE AND GENDER
IN KROTKAYA

The Great Question... which I have not been able to
answer, despite my thirty years of research into the
feminine soul, is ‘What does a woman want?’

Sigmund Freud

The death of a beautiful woman is, unquestionably,
the most poetical topic in the world.

Edgar Allan Poe

It was a defining moment for me. I hadn’t bargained
on his denial. When I tried to talk to him he accused
me of character assassination. His response created
a rage in me so expansive that I could barely breathe.
I felt obliterated; he had taken away my voice.

‘Jane Smith’, victim of domestic violence.
The Guardian, 18 June 2007!

Preamble

In nineteenth-century Russian literature there developed a tra-
dition of stories which had women’s names in, or implied by the
title. Included in this list would be Lermontov’s Bela and Knyazhna
Meri (Princess Mary) and Turgenev's Asya and Pervaya lyubov’
(First Love). The reader enters the world of these works under the
illusion, perhaps, that the narrative will concern the identity of the

! My italics. — J. A.

© J. Andrew, 2011
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eponymous heroine.”? The reader is, though, soon disillusioned as
the central narrative thrust of these works is not really the fate of
the heroine, but rather the hero’s, or narrator’s (and the reader’s)
erotic desire for these women. At the same time, each of these sto-
ries concerns issues of the male narrator’s identity as he is able to
construct it through memory.

The present paper will seek to locate Dostoevsky’s Krotkaya
(1876) within this tradition. Starting from Barbara Heldt’s propo-
sition that «women... have their reality named and appropriated in
Russian fiction by men»,’ the paper will examine the discourse of
the story, the very act of trying to remember by telling the story, to
establish to what extent the eponymous character’s identity emerges
in clear perspective, or whether, in fact, it appears at all beneath the
self-justifying reminiscences of the narrator.

The paper will also examine Krotkaya through a number of
intertextual agendas. This work, first published in Dnevnik pis-
atelya (Diary of a Writer), also evokes the earlier tradition of the
frame-tale, and the implied audience and addressees are also a key
to our reading of the work. Issues of narrative structure will also
be crucial, especially given that the story begins with its ending,
the suicide of the eponymous heroine. In this context the paper
will explore whether the narrator’s purpose is to explain this act

2 I am grateful to the British Academy for supporting my visit to the XIIIth

Symposium of the International Dostoevsky Society in Budapest, July 2007, where
I first presented this paper. I am also grateful to Michael O’ Toole for the many valu-
able suggestions he made while I was preparing this paper.

Another perspective on this is taken by Pavel Annenkov. In his response to the
imposed change of title from Posle Smerti (After Death) to Klara Milich he wrote to
Turgenev, the author of Klara Milich: «I am indignant with Stasiulevich for changing
the title of your story. This is the most stupid thing he could have done. He didn’t
stop to think, the fool, that titles with names in them signal the author’s intention to
present some fype or other, but here you don’t deal with a type, but with a rare and
significant psychological phenomenon». Quoted in: Turgenev I. Polnoe sobranie so-
chinenii i pisem v dvadtsati vos’'mi tomakh. Moscow; Leningrad, 1967. T. 13. P. 578
(emphasis in the original). (I am grateful to Rachel Morley, whose translation this
is, for drawing my attention to this remark, in her article, Morley R. Performing
Femininity in an Age of Change: Evgenii Bauer, Ivan Turgenev and the Legend of
Evlaliia Kadmina // Turgenev. Art, Ideology and Legacy / Ed. R. Reid, J. Andrew.
Amsterdam; New York, 2010. P. 269—316 (P. 313, note 7). Certainly, Dostoevsky’s
title could suggest a desire for typification of his heroine.

3 See Heldt B. Terrible Perfection. Women and Russian Literature. Bloomington;
Indianapolis, 1987. P. 5.
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of self-murder — «why did she do it?» — or does he rather seek to
exculpate himself from having driven her to it? At the same time,
we will also consider the view that this story is a vital bridge work
in the overall development of nineteenth-century Russian narrative.
Thus, as noted, there are implied links backwards to Bela, Knyazhna
Meri (Princess Mary) and Turgenev's Asya and Pervaya lyubov’
(First Love), while there will be more explicit discussion of the debt
Krotkaya owes to earlier works by Dostoevsky, especially Bednye
lyudi (Poor Folk), Belye nochi (White Nights) and, above all others,
the second part of Zapiski iz podpol'ya (Notes from Underground),
a work with which Krotkaya has many links.* Equally, it anticipates
in different ways two central works of Tolstoy’s late period. Tolstoy
would seem to have borrowed his ‘back-to-front’ narrative structure
for Smert’ Tvana Il"icha (The Death of Ivan Il'ich) from Dostoevsky,
in a similar attempt to explain the events that led to a tragic death.
Equally, Kreitserova sonata (The Kreutzer Sonata) has a male nar-
rator who seeks to explain the reasons for the violent death of his
wife, while also refusing to name his deceased bride.’

I will present my analysis in terms of the following categories in
this order: male identity and desire, point of view and aspects of nar-
ration, plot, male / female relations, and female identity.°®

Male Identity and Desire

Roland Barthes has argued persuasively that male desire is central
to narrative. As he puts it: «The pleasure of the text is... an Oedipal

4 Others have also noted these links: see in particular Belknap’s intriguing argu-
ment that this work is a ‘chapter’ in a kind of four-part novel «that almost exists».
According to this argument, the four chapters of this ‘novel’ are Belye Nochi, Zapiski
iz podpol’ya, Krotkaya, and Son smeshnogo cheloveka (Dream of a Ridiculous Man).
See Belknap R. «The Gentle Creature» as the Climax of a Work of Art that Almost
Exists // Dostoevsky Studies. New Series. 2000. Vol. 4. P. 35—42; P. 35.

5 There will be no attempt in this present work to seek to establish more specific
links with the two Tolstoy works: this will have to remain a project for another day
(and possibly another person!) Others have, though, already discussed Krotkaya as
having links with later works: see, in particular, Connolly J. Nabokov's dialogue with
Dostoevsky: Lolita and «The Gentle Creature» // Nabokov Studies. 1997. Vol. 4.
P. 15—36.

6 Both the central characters are unnamed: for simplicity’s sake I will refer to
them as ‘the narrator’ or ‘the pawnbroker’, and Krotkaya, as Andersen also does: see
Andersen Z. The Concepts of Domination and Powerlessness in F. M. Dostoevsky’s
«A Gentle Spirit» // Dostoevsky Studies. New Series. 2000. Vol. 4. P. 53—60.
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pleasure (to denude, to know, to learn the origin and the end), if it is
true that every narrative (every unveiling of the truth) is a staging of
the (absent, hidden, or hypostatized) father».” The core of these ideas
applies exactly to the way the narrator organizes his text.

The title of the very first chapter of the work proper signifies that
male and female identity will be central to our understanding of the
work. It reads: *‘Who Was I and Who Was She’.* Even before this
entry, however, Dostoevsky has highlighted the narrator’s desire as
a crucial factor. In introducing the story to the readers of Diary he
explains the situation of the pawnbroker pacing the room while his
very recently deceased wife lies on a table in her coffin. As he paces,
Dostoevsky notes, he «tries to realize what has happened, to gather
all his thoughts together» (5). In so doing he strives to uncover
the «truth» of his relationship with his wife. (Both «mpaBaa» and
«ctuHay are used). The narrator, too, emphasizes his desire «to
know, to learn the origin and the end» as soon as he begins his nar-
rative:

«I keep pacing and I want to clarify this to myself. It’s already been
six hours that I've wanted to clarify it and I still can’t get my thoughts to-
gether» (6, my italics — J.A.).

As his telling of the story unfolds he keeps returning to this theme
of his desire to know, to understand. For example, when he recounts
the episode of her coming to him to pawn the icon, which will play
such an emblematic role at the end of the story, he comments:

«I'll explain in a moment how this turned out, but now I just want to
recall... Now I keep wanting to recall ... 1 keep wanting to gather my thoughts
together... (8, my italics. — J.A.)».’

” Quoted in De Lauretis T. Alice Doesn’t. Feminism, Semiotics, Cinema. Lon-

don; Basingstoke, 1984. P. 107—108 ( My italics throughout: these remarks are orig-
inally in: Barthes R. The Pleasure of the Text / Trans. Richard Miller. New York,
1975. P. 10).

8 I have deliberately retained the original word order of the Russian «Kro 6pin 51
u Kro 6s1na Onax». Although it reads awkwardly in English the word order conveys
well the narrator’s concerns and obsessions. All reference to the work will be to Krot-
kaya in Dostoevsky F. M. Polnoe sobranie sochinenii v tridtsati tomakh. Leningrad,
1972—1990. 1982. T. 24. P. 5—35. Here the quotation is: P. 6; hereafter, page refe-
rences will be given in brackets in the main text. Quotations will be in Russian when
a linguistic point needs to be made; otherwise, as here, translations are by the present
author.

9 O’Toole makes a similar point: «The hero must fulfil an intellectual need to
pull all the threads of his thoughts together». See O’Toole L. M. Structure, Style
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At the level of syuzhet, then, (or discours) his desire controls both
how he tells the story, as well as what he includes (and, of course,
excludes). But his desire also dominates the fabula (or histoire), and
at this level it is multi-faceted. Most obviously, the events of his re-
lationship with his wife are predicated on his desire, not for love, but
for power."” We see this almost from the very start of their relation-
ship. Indeed, the fact that it is based on commercial transactions in
which he wields all the power is symptomatic of the situation. And
this inherent power gives him great pleasure. When he dismisses her
wretched pledges as worthless and drives her thereby to anger, he
giggles «He-he-he» as he relishes his «triumph» (7) over her. As this
(for him) delicious situation unfolds, he assures his (male) readers
(«rocmopa» ) that he «awaited [ more desire! ] her arrival with particu-
lar impatience» (7). This desire is clearly sadistic in orientation, as he
himself notes: «I wanted to test her» (8)." (The Russian «ucrsrraTsy
also means to torture.) When she flares up in anger at his cheap gibes
at the expense of her cheap belongings, he declares that this «greatly
pleased me» (8). He proves (at least to himself) that he is better than
her by his literary allusions, to Mephistopheles amongst others, and
later weaves a complex fantasy about how she will fall to her knees in
awe when she learns the truth about him and his past suffering. Even
when she falls grievously ill and takes six weeks to recover, his main
sensation is that, again, he has «triumphed» (23) over her.

As Krotkaya herself intuits, this desire for power is based, at least
in part, on his desire for revenge against a society he believes has
wronged him. Be that as it may;, it is certainly the case that he seizes
the chance to be a tyrant where once he had been a victim, and his
desire is clearly aroused by her poverty, her naiveté, and, indeed, the

and Interpretation in the Russian Short Story. New Haven; London, 1982. P. 41—
63; P. 43.

10 As Mochulsky notes: «But he is not looking for love. He has his own idea: he
wants power, limitless, despotic dominion over another soul». See Mochulsky K.
Dostoevsky. His Life and Work / Transl. with an Introduction by M. Minihan. Prin-
ceton, 1971. P. 549 (Mochulsky'’s italics). Straus puts it differently: «The pawn-
broker’s demands on his wife represent his masculinist idea that wives exist to as-
suage male insecurity and to support male ego». See Straus N. Dostoevsky and the
Woman Question. Rereadings at the End of the Century. New York, 1994. P. 110.

' Isenberg notes: «It is a tale of an embittered, outcast dreamer and his sadoma-
sochistic desires, of his construal of his relationship with the girl as that of creator
and creature». See Isenberg C. Telling Silence. Russian Frame Narratives of Renun-
ciation. Evanston, Illinois, 1993. P. 51.
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meekness inherent in her ‘name’. As his net begins to tighten around
her in the days leading up to his marriage proposal he notes how
«charming» her youthful sincerity is, before continuing:

«I'was already regarding her as mine, and I did not doubt my power. You
know, it’s a most sensual thought when you no longer doubt that (10, his
italics. — J.A.)».

As we have seen, then, the narrator’s desire dominates both lev-
els of the story, the past events, and his present narrating of them.
As we shall later discover, this also entails the suppression of her
desire (at both levels of the narrative). This occlusion of his wife is,
seemingly, necessary to him in that, for all the story being named
for her, his overriding concern is with self. Like Dostoevsky’s other
earlier lone male ‘heroes’, Devushkin in Bednye lyudi (Poor Folk),
the Dreamer of Belye nochi (White Nights) and the Underground
Man, the pawnbroker is trapped within his own self, his own self-
obsession.” Thus, as he recounts the events around their marriage,
he repeatedly, like the Underground Man, congratulates himself
on his own cleverness and cunning. But like the earlier outcasts
and dreamers his self-absorption and need for a bolstering self-ag-
grandisement derive from his dirty, guilty secrets — in this case his
expulsion from his regiment for cowardice, in that he had failed to
fight a duel to preserve the regiment’s honour, which had led to his
spending three years virtually as a beggar. In this regard, the pawn-
broker is little different from countless earlier «heroes» of Russian
literature, in that his being, his sense of self are premissed on rivalry
with other men, and on male honour.” As he himself notes, his «ru-
ined reputation» (24) had been an hourly torment to him.

Like so many of Dostoevsky’s male heroes, but especially the Un-
derground Man, the narrator swings wildly between self-glorification,
and self-abasement — the commonality between the two being, of
course, the self. This self-obsession, and especially the urgent need
to justify, or rather, exculpate himself, continues to the very end.
The final chapter is entitled: «I was only five minutes late». In other
words, despite all he has told us over the previous thirty-odd pages,
he is not to blame for her death, but a cruel fate that had detained
him. As O’Toole comments:

12 For studies of these three works around these themes, see my Narrative,

Space and Gender in Russian Fiction, 1846—1903. Amsterdam; New York, 2007.
15 Isenberg notes (Isenberg C. Telling Silence. P. 71): « The duel pertains to the
pawnbroker’s image of himself».
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«The narrator-hero seems to oscillate between extremes of wilful choice
of his actions and an irresponsible abdication of will and responsibility»."

In fact, this unwillingness to accept responsibility, or even to recog-
nize that he might be responsible for his wife's death, is a central part
of the tragic paradox which underlies the narrator’s desires. For, just
as her death demonstrates that, ultimately, he had not «triumphed»
over her, so too this cowardly failure to accept guilt demonstrates that
his telling of the tale has not resulted in what he claimed he desired,
as he does not see the truth. As Morson observes, «the truth of the
story is his inability ever to reach the truth, his inevitable inarticu-
lateness before the horror and his own responsibility for it»." Indeed,
increasingly towards the end of the story motifs of blindness, of scales
falling from eyes enter his lexis, as, on one level at least, he intuits his
failure to understand, to see. Indeed, the two chapter headings prece-
ding the final chapter are emblematic of this: «The Scales Suddenly
Fell Away»; «I Understand Only Too Well» (except he doesn’t!).

And this leads to his final state, which we see both at the ope-
ning of the narrative, and then in his final words. The second line of
his narrative contains these words: «They'll take her away tomor-
row — and will I really be left alone?» (6). The story ends with
this plaintive cry: «INo, seriously, when they take her away tomor-
row, what am I going to be?» (35). That is, as for Devushkin, the
Dreamer, and the Underground Man the narrative finds the lonely
middle-aged man alone, without the woman who had given a sem-
blance of meaning to his empty life. As Belknap notes, the plots of
these works «can be summed up in two words: Paradise Lost. Each
hero encounters a female in distress who seems to have the power to
rescue him from his lonely misery, and at the end... his circumstan-
ces remain unchanged».'® In this context, the final page of Krotkaya
is poignantly reminiscent of the final page of Dostoevsky's very
first work, Bednye lyudi (Poor Folk), which had been published ex-
actly 30 years previously. As he winds towards his conclusion, at
two o’clock at night, the narrator addresses the woman who has left
him, as Devushkin had with Varvara, knowing in each case that she
will never hear him and will never answer. In both cases the hero,

14 O’Toole L. M. Structure, Style and Interpretation... P. 47.

15 See Morson G. The Boundaries of Genre. Dostoevsky’s Diary of A Writer and
the Traditions of Literary Utopia. Austin, 1981. P. 14.

16 See Belknap R. L. «The Gentle Creature»... P. 40.
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trapped inside his own self (as the Dreamer and the Underground
Man also are), recognizes his own abandonment; he utters «a cry
of solipsistic despair»,” but is powerless to escape from it. In this
sense, his twin desires, to know and to control, end in defeat.

As we have seen, one of the key issues in understanding this
work is the way it is told, and we can pursue this line of enquiry in
our discussion of point of view, and other issues of narrative.

Point of View and Issues of Narrative

As we know, before the story proper, Dostoevsky inserts an au-
thor’s note («From the Author»), to explain his reason for having
a story rather than the usual fare of the Diary. What he says here
immediately contrives a situation in which the voice of the woman
of the title will struggle to have her voice heard within an entirely
male-dominated, patriarchal discourse — whatever the author’s in-
tentions may have been.

Thus, in speaking directly to his audience / readership, in or-
der, in effect, to apologize for having a mere povest’ to offer them,
Dostoevsky both suggests that the story of a woman'’s tragic death
is somehow less important than journalism (indeed, it implies that
her story presents a problemn), and also establishes the primacy of
the male voice. This impression intensifies as he spends much of the
«From the Author» section focusing on the narrator’s intentions
and efforts to make sense of his experience. The only mention in
fact of the eponymous heroine is a cursory, passing reference to her
corpse lying on the table as the narrator paces the room. For all his
interest in female suicide at the time,* all discussion in this prologue
centres on the narrator. All of the third paragraph of this section,
which introduces the story’s theme (the fourth paragraph opens

17

Connolly’s phrase: Connolly J. Nabokov's dialoque... P. 16.

There have been a number of discussions of the way this story links with Dos-
toevsky’s wider concerns at this time: see, for instance, Isenberg C. Telling Silence,
especially: P. 58—64. Isenberg also provides a very interesting account of the dif-
ferent versions of Krotkaya, including variants without the foreword. As he shows,
and as I also argue, this foreword significantly impacts the thematics of the story.
In turn, Richard Peace has written very interestingly of the autobiographical origins
of the story, reminding us, inter alia, of the nearly twenty-year age difference be-
tween Dostoevsky and Anna Snitkina: see Peace R. «Krotkaya» Dostoevskogo: Riad
vospominanii vedushchikh k pravde // Dostoevskii: Materialy i issledovaniia. T. 14
(‘Pamiati akademika G. M. Fridlendera’). St. Petersburg, 1997. P. 187—196; P. 187.

18
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with the simple, summarizing statement «That’s the theme», 6),
concentrates on him: indeed the word «he» is used six times as the
subject of a series of sentences in this paragraph. At once the central
paradox of the story is announced lexically: the title tells us that the
story is about Krotkaya, but, in reality — or, rather, for the most
part — it concerns the equally unnamed «he». That is, the story
will be about his trying (as we have already seen, unsuccessfully)
to make sense of her actions, rather than about the reasons which
drove her to such desperate measures, which will, indeed, remain
unknown, and on a certain level, unknowable.

Yury Lotman concludes his seminal article, « The Origin of Plot
in the Light of Typology» with the axiomatic words: «In creating
plot texts, man [sic] learned how to distinguish plots in life, and,
thereby, to interpret this life to himself».” This is precisely what
Dostoevsky and his narrator strive to do. Indeed, by its very pre-
sence the foreword establishes some kind of conversation, a dialogue
between the men. More broadly, this is how the narrative proper
will be structured, in that the narrator constantly addresses an un-
seen male audience, especially at crucial moments in his narrative.”

19 In Lotman Yu. M. Izbrannye stat’i. Tallinn, 1992. T. 1. P. 224—242; P. 242.

20 A number of critics have emphasized the dialogic nature of this apparent mono-
logue. Isenberg notes (Isenberg C. Telling Silence. P. 50), in comparing Krotkaya
with Turgenev’s Pervaya lyubov’ (First Love), that «the teller—listener relationship
establishes the conditions under which the story has point» (his italics. — J.A.).
Holquist sees this dichotomy of one voice / several voices differently, in calling our
attention to the «structural resistance the tale offers to its own apparent theme, the
way the fact of the narrator’s monologue, his one voice, undercuts his stated desire
for harmony, more than one voice». See Holquist M. Dostoevsky and the Novel.
Princeton, 1977. P. 148 (his italics. — J.A.). He also notes the significance of the
fact that Krotkaya seeks to advertise her services in Golos ( The Voice), which seems
to announce one of the key themes of the work. Murav, also following Bakhtin, notes:
«According to Bakhtin, this emphasis on the hero’s self-consciousness, expressed
in his own discourse about himself, reveals an entirely new relationship between
author and hero, which the critic terms “dialogic”, as opposed to the traditional
“monologic” relationship». See Murav M. Reading Woman in Dostoevsky // A Plot
of Her Own. The Female Protagonist in Russian Literature / Ed. S. Hoisington.
Evanston, Illinois, 1995. P. 44—57; P. 44—45. (It should be noted, incidentally, that
Bakhtin himself finds nothing to say about Krotkaya herself, although he claims that
the story, especially its foreword is «of extraordinary importance for understanding
Dostoevsky’s creative method»: see Bakhtin M. Problems of Dostoevsky’s Poetics /
Transl. and ed. by Caryl Emerson. Manchester, 1984. P. 55. All discussions of the
story in this work concern the hero / narrator, and Krotkaya is only mentioned by vir-
tue of her name appearing in the title. Bakhtin’s approach is, in a sense, emblematic
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It is Dostoevsky himself who first draws our attention to this
structural principle, still within the foreword:

«Sometimes he is talking to himself, then he addresses, as it were, an
unseen [male] listener, some kind of judge» (6).

The narrator emphasizes this principle, as well as the maleness
of his audience within the first paragraph of his story, declaring:
«Gentlemen,” I am far from being a literary man, and you’ll be able
to see this» (6). They are not, however, mere bystanders. Just as
the whole story, both fabula and syuzhet, histoire and discours are
premissed on his desire, their desire is also implicated. He begins
his second paragraph: «If you wish to know...» (ibid., my italics. —
J.A.). In other words, the story of his life, and her sufferings are be-
ing reproduced by the narrator, or rather by Dostoevsky (who ad-
mits in his foreword to having tidied the story up a little) at least in
part to satisfy the desire of the male readers, who are «gentlemen».
Indeed so: as we shall see, as Poe has suggested, the gentlemen will
be offered the tale of the death of a woman, «unquestionably, the
most poetical topic in the world».

He will turn to the gentlemen throughout his story. Thus, as he
torments his bride-to-be, he comments:

«I'was already regarding her as rine, and I did not doubt my power. You
know, it’s a most sensual thought when you no longer doubt that» (10, first
italics his, second mine. — J.A.).

Later, as his marriage proposal is being prepared, his nar-
rative proper breaks off as he goes into a long digression as to
what his motives then were. Here too, at another critical point
in the story-telling, of making sense of the world, he addresses
his audience explicitly: «gentlemen, wait a moment» (11). Simi-
larly, after their marriage, as he seeks to justify his behaviour
and views of the correct relationships between husband and

of the central issue and problem of this story, from the present author’s perspective.)
Another angle is taken by Andersen, who reminds us how intrinsically unreliable first
person narrators are: see Andersen Z. The Concepts... P. 60, a point also made by
Murav M. Reading... P. 46, who refers to the «series of unreliable explanations» the
narrator offers for his cruelty to his wife.

2t Others see this referent as having rather broader connotations: see, for ex-
ample, Briggs K. J. How Dostoevsky Portrays Women in His Novels. A Feminist
Analysis. Lewiston, Queenston, Lampeter, 2009. P. 189, where she remarks « We do
not know who he has in mind — his customers, his former fellow officers, mankind,
God — everyone or no one in particular».
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wife, he turns once more to say: «You see, gentlemen, there are
ideas...» (16).

Indeed, it might be argued that his primary motive in writing
this account of himself is to justify his actions precisely to other
«gentlemen». Whenever he is under particular pressure, or seems
to feel the need to defend himself, these gentlemen are invoked, ei-
ther explicitly or implicitly. So it is when his wife stands over his
apparently sleeping form with a cold revolver pressed to his temple.
The tension is unbearable, but he again digresses to ask: «You will
ask: did I really expect to be saved» (21). Shortly thereafter, he
addresses his listeners again: « But again you will ask the question:
why didn’t I save her from evil-doing?» (22). Later, the pressure
on him intensifies when he tries to persuade her that he really loves
her, and now the gentlemen almost seem to be physically present
before him, almost speaking to him: « Why do you say that I looked
and saw nothing?» (30). And at the end, they are still there: «I
know, I know, there’s no need to remind me: you find it funny that
I'm complaining about this event and the five minutes» (34).

For these reasons, we are right, I think, to consider Krotkaya as an
intrinsically patriarchal work in its narrative formulations. It is put
together by the male author from the slightly incoherent ramblings
of another man, so that the latter’s story may emerge, so that he can
try to make sense of what has happened to him. In turn, he addresses
his male readers periodically, to satisfy their desire to know. It may
be named for the eponymous heroine, but it is primarily about «he».
This has serious implications, of course, for the degree to which her
story, her voice may be heard. In a certain sense we know nothing
of her, because we only have his word for the way she looks, what
she says and what she does. There are some recorded conversation
between them (though precious few), but we have no idea whether
what she is recorded as saying is true, still less about how many of
her utterances are suppressed. Indeed, at the end he will be insistent
that there were four eye-witnesses to her death, as if to suggest that
we can at least take this as a fact, independently corroborated.?

22 QOthers have also noted this problem. Cox, for example, notes: «It is important

to remember that he is the only narrator and we have only his word for all of this».
See Cox G. Tyrant and Victim in Dostoevsky. Columbus, Ohio, 1984. P. 66—67.
Straus makes the same point (Straus N. Dostoevsky... P. 112), albeit in different
terms: «His initial refusal to hear her voice... buries him in a masculinist monologue».
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In other words, his dialogue with the «gentlemen» may make the
story in some senses dialogic. At the same time, however, his very
recognition of their desire to know is accompanied by his relentless
repression of her voice, and, ipso facto, her desire. Whether her story
actually emerges despite his suppression of it, we may now consider,
beginning with an analysis of plot.

Plot

The very narrative structure of the story calls attention to itself,
and is thus foregrounded. Anticipating Smert’ Ivana Il'icha (The
Death of Ivan Il'ich) by beginning with the ending, Dostoevsky indi-
cates that the reconstruction of the fabula, and the tension between
it and the syuzhet will be crucial — and so it proves. (The narra-
tor too declares the importance of the need to reconstruct what «re-
ally» happened in the fabula by telling his listeners that he will begin
«from the very beginning» [6], although it is typical of the com-
plexity of the narrative structure that the «very beginning» is not in
fact the beginning, as we will later discover the back-story of each of
the central characters.) The key question for the present reading is
that, while we have argued that the fabula is constructed around his
desire, will the «real story» emerge nevertheless?* Moreover, it will
be even harder for her story to emerge with any clarity as the recon-
struction of the fabula is resolutely overlaid, and, as we have seen,
constantly interrupted by, the syuzhet which is entirely predicated
on his desire, and in which she may be only a silent witness through
the presence of her cold corpse. Furthermore, the reader has to pon-
der which is ultimately more important, the fabula in which she does
play a part, or the syuzhet where she does not (except mutely). Or,
is it rather the case that it is precisely the conflict between the two
levels which holds the key? That is, will we learn most by conside-
ring just why he is so keen to suppress her story so that he can make
sense of his own? Doth the narrator protest too much?

% Isenberg also addresses these questions (Isenberg C. Telling Silence. P. 52):
«Readers will then divide on whether this monological situation is an invitation to see
through the pawnbroker’s self-interested constructions to the real truth, or whether
the absence of the girl’s point of view robs us of the necessary purchase for doing so».
O’Toole also notes (O’Toole L. M. Structure, Style and Interpretation... P. 43 and
P. 47), the great difficulty the reader has in trying to reconstruct the fabula.
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Be all this as it may — and we shall return to these questions —
let us now attempt to reconstruct the fabula, to see what «really»
happened. Once more we must note the paradox which lies at the
heart of the work. For all his attempts to control all aspects of the
narrative, it is she who initiates the story, in that it is she who comes
to him, and enters his space, by virtue of coming to pawn her wares.
Her initial situation, though, announces that she will be an over-
determined recreation of Dostoevsky'’s first work, in that she is a
quintessential member of the «poor folk». Like her predecessor,
Varvara Dobroselova, she is a poor orphan, who has fallen into the
control of some very dubious female relatives, who, moreover, have
even more nefarious plans for her.

He is immediately drawn to her, precisely because of her poverty,
powerlessness and vulnerability. In the course of the story, her very
difficult back-story slowly emerges. Her mother and father had died
when she was only twelve (she is now fifteen), which has led her
to her aunts. We shall see in a moment how closely this parallels
Varvara’s story, but we should also note the way the narrative is
further complicated by the way his back-story also slowly emerges.
This too harks back to Dostoevsky's earlier work, both in its themes,
and in terms of his «Sterneanismy, in that its telling interrupts the
development of the main narrative (on the level of both fabula and
syuzhet). It is also significant in terms of the power relationships
within the story («who controls the narrative?») that it is only at
her accusatory instigation that his back-story seeps out. Her accu-
sations come, in fact, in the very first chapter, as they are haggling
over the price of her emblematic icon. Out of nowhere she blurts
out: «Are you taking your revenge on society? Yes?» (9). Only later
do we hear the whole sorry saga about his miserable earlier life, the
accusations of cowardice, his profound aloneness, but it is she who
has first raised the topic.

When they do unfold, the back-story of each of them (or the pre-
prologue to this work) are a clear recreation of key earlier works by
Dostoevsky. In her case, as already noted, the story invokes that of
Varvara Dobroselova in Bednye lyudi ( Poor Folk), while his has ob-
vious echoes of Zapiski iz podpol’'ya (Notes from the Underground),
and we can also find traces of Belye nochi (White Nights). Amongst
other things, it seems to me, Dostoevsky, in this late (or last) period
sought to return to his origins as a writer to represent the very sto-
ries which had laid the foundations of his literary career (and fame),
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to offer, in effect, not merely reworkings of them, but new interpreta-
tions of their implications.

The narrator details the conditions in which he finds her, after
she has spent three years in «slavery» (10). Virtually every detail
is a reworking of Dostoevsky'’s first work of exactly 30 years previ-
ously, which he recounts to his «gentlemen» listeners with «a most
sensual» pleasure. The same frisson of an oppressed virgin at risk,
of sexual despoilation is invoked:

«She taught her aunt’s children, sewed the linen, and towards the end
not only the linen, and with her chest, and washed the floors. Put simply,
they even beat her... And it ended up that they were planning to sell her
(into prostitution. — J.A.)» (10).

Again, as with Bednye lyudi (Poor Folk), the much older man
has a rival for the «affections» of the vulnerable maiden. However,
while the earlier teller of his own tale (in epistolary form), Devush-
kin, loses the girl to his evil rival, Bykov, here our new sentimental
narrator beats off the claims of the «fat stallholder», one of the girl’s
neighbours. Male rivalry, which we also find in Zapiski iz podpol’'ya
(Notes from the Underground) and Belye nochi (White Nights),
will later become a key motif when Efimovich returns from the nar-
rator’s past to expose him. And it is not too fanciful, perhaps, to see
Efimovich as a deliberate nod towards the vile step-father, Efimov,
who plays such a key, paedophilic role in the early life of Netochka
Nezvanova, the eponymous heroine of Dostoevsky’s final work be-
fore arrest, imprisonment and exile.

If the fabula should be seen as a deliberate reworking of Bednye
lyudi (Poor Folk), with, of course, an utterly reconfigured and rein-
terpreted ending, then the syuzhet can be read as a kind of new ver-
sion of another earlier work, Zapiski (Notes) (which was itself a re-
turn to and reinterpretation of Dostoevsky’s pre-exile writing, in an
attempt, in fact, to lay bare the ‘danger’ of his own youthful vaguely
socialist leanings).* In particular we should note the frequent ad-
dresses to «gentlemen» in both works, as well as the «doubled»
structure, whereby an initial situation is explained by an embedded
tale. Both works, moreover, end where they began.

So, then, we are justified in regarding Krotkaya as, inter alia, a
profoundly self-reflexive work, in which Dostoevsky’s project was to

24 For discussions of these works, and their interconnections, see Andrew J.

Narrative...
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represent old motifs with a new ending, and therefore a new, and he
hoped, a salvific ending. What the story is and might mean, we can
now consider further as we pick up the fabula to see where it leads us.

The fabula, as we have seen, has two pre-prologues, both of
which are interpolated. (This too, incidentally, echoes the Sterne-
anism so beloved of Russian prose writers of the 1830s and 1840s,
from Pushkin’s Povesti Belkina (Tales of Belkin) onwards.) About
three years previously they had both begun on the separate journeys
which now bring them together with such terrible consequences.
He had been forced out of his regiment over allegations of cowardice,
while she had been orphaned. The exposition, again as we know, is
marked by the first chapter title, « Who Was I and Who Was She»,
and details her «slavery», which leads her to him, in that she brings
her miserable goods to pawn, thus initiating the complication. The
unfolding of the narrative sees them, in effect, jockeying for posi-
tion, struggling to control the course of events. As he becomes at-
tracted by her (that is, by her vulnerability and powerlessness) he
bribes the maidservant Luker’ya to provide more information about
her situation, because he knows only too well from his own wretch-
ed history that knowledge is power. The beginning of the complica-
tion is also marked by a chapter title, the second, «A Proposal of
Marriage», and is presented by the narrator as his saving her from
a fate worse than death, being sold into prostitution, or, scarcely
preferable, being married off to the «fat stallholder».

The early days of their marriage form the central part of the compli-
cation. Echoing the anti-Romanticism of Tolstoy’s Semeynoe schast’e
(Family Happiness), the wedding is the beginning of the story, rather
than its idyllic terminus. It is also of significance that this section of
the story is recounted in very generalized, non-specific terms, full of
«recurring occurrences» as Bakhtin has it.” Some significant informa-
tion may be gleaned, however, as when he tells his gentlemen readers /
listeners, that he has chosen her because she is the «sensual» mix of

% For Bakhtin this form of narrative pertains primarily to the chronotope of the

«provincial town», but seems very applicable here. He writes: «Such a town is a place
of domestic time. There are no events here, only “recurring occurrences”. Day after
day the same domestic actions repeat themselves, as do the same topics of conversa-
tion, the same words, etc. In this time people eat, drink, sleep... This is mundane,
everyday cyclic domestic time». See Bakhtin M. The Forms of Time and the Chro-
notopos in the Novel. From the Greek Novel to Modern Fiction // PTL. A Journal
for Descriptive Poetics and Theory of Literature. 1978. Vol. 3. P. 493—528; P. 519.
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«proud» and «meek» (14) which clearly excites his desire. In other
terms, he has chosen her because she has nothing, and so he can be-
come something.

Another phase in the complication is marked by the next but-one-
chapter heading, «The Meek One Rebels» (17). In other words, this
new phase is once more initiated not by him who strives to control
everything, but by her initiative, this time in helping another margi-
nalized woman, in that she gives the «old woman» (17) a larger loan
than he allows. Her rebellion escalates, with her again taking the lead,
when she storms out at his reproaches, even though he had explicitly
forbidden her from leaving his house alone.

The first stage of the peripeteia now ensues. For the first time
since their marriage we have her speaking. Returning from her un-
authorized outing she sits on their bed and looks mockingly at him
while tapping her foot. Out of the blue she in effect lays down a
challenge by demanding: «Is it true that they chased you out of the
regiment because you were too cowardly to fight a duel?» (18). As
others have noted, the duel motif is recurrent within the story, and
central to our understanding of it.* The duel which had been the
crucial and seminal episode of his back-story, which had, indeed,
shaped the very trajectory which has led him to her, is now repli-
cated within the fabula proper, twice, in fact, firstly in his wife’s
«duel» with Efimovich and then during their duel, as she holds the
revolver against his brow while he feigns sleep.

O’Toole has argued that the latter event may not be the
«real» peripeteia because it «resolves nothing on the psychological
plane».” On one level this is true, but, at the same time, if we look
at the overall structure of the work, then the doubled duel of the
narrator interrupting her tryst with Efimovich, followed by her
not sharing his bed for the first time, which in turn leads to the
psychological duel of the revolver that will not be fired, should be
considered the peripeteia. These events come at the very centre
of the narrative, exactly half way through, that is. As noted, for

% See,forexample, Isenberg C. Telling Silence. 1993. P.69—71, and O’Toole L. M.
Structure, Style and Interpretation.... P. 48—49.

27 O'Toole L.M. Structure, Style and Interpretation... P. 49 (his italics. — J.A.).
Briggs also has interesting things to say on where the peripeteia may lie: see Briggs
K.J. How Dostoevsky... P. 192—194. For her, P. 193, the peripeteia, comes very late:
«...the third and, arguably, strongest contender for peripeteia is the moment when she
falls from the window to her death».
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the first time she does not share his bed, a move that is under-
scored by his going out to buy a new bed for her. Last but not
least, the aftermath of their duel is a crushing defeat for her, in
some senses at least, in that she falls ill for six weeks. Moreover,
all of these dramatic battles / duels round off Part One. In this,
structural, sense the events do constitute the peripeteia, in that
he has achieved complete dominance over her, he has defeated her
rebellion, and their relationship in Part Two will be quite different
to that of Part One, before the second peripeteia at least. And,
finally, the narrator clearly thinks this is the decisive culminating
point: when she finally walks away from his apparently sleep-
ing form he declares to the gentlemen: «She was no longer in the
room. I got up from the bed: I had conquered [her], — and she
was forever defeated!» (22, my italics. — J.A.). The crucial point
is whether he is right or not — in the final end will she win the
war after losing every battle?

It will take the rest of the story to reveal what the consequences of
his defeat of her are, as we follow the dénouement and resolution which
form Part Two. In fact, for all the grimness of the subject matter, there
now occurs yet more Sterneanism, in that, after briefly summarizing his
wife’s recovery, he then spends a couple of pages digressing to regale his
gentlemen with more aspects of his own unfortunate back-story. This
can be seen, that is, as a retardation device. Equally, however, it can be
construed as an attempt, at the level of the syuzhet, to control the narra-
tive, or, rather, the reader’s sympathies.

As we saw earlier, much of the first half of the story, especially
their early days as a married couple, is recounted in the language
of «recurring occurrences».” As the dénouement and resolution ap-
proach the narrator seems to switch his narrative mode and we find
ourselves, to invoke Bakhtin once more, in «threshold» time.* Once

2 O’Toole L. M. Structure, Style and Interpretation... P. 44, puts things slightly
differently: « While the reconstruction of the fable reveals to what degree the time se-
quence of mere events is dislocated, the narrator is nonetheless obsessed with time».

2 For Bakhtin, this is the chronotope of «crisis and of a turning point in life».
He finds it to be of especial significance in Dostoevsky. Bakhtin goes on to remark
that, in the writer most frequently associated with his work, the chronotope of the
threshold, and the related chronotopes «of the staircase, lobby and corridor», as well
as those which are an extension of them, such as the street and square, are «places
where events take place determining entire human lives — crises, falls, resurrections,
rebirths, revelations, decisions». Bakhtin further suggests that the quality of time in
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more a chapter title (Chapter Two of Part Two) lays bare this de-
vice: «The Scales Suddenly Fell Away» (26). In the course of a page
«BAPYT» or «BHe3armHo» («suddenly» ) is used several times, and the
perceptive reader realizes that we are entering new narrative territory.
But what will ensue from the crisis that is about to occur: in line with
Bakhtin’s arguments, will we see a rebirth or resurrection?

As the end approaches, he becomes more and more precise with
time. We learn that it was «about five, in April» (26), when he
hears her singing in her room. In case we should miss the signifi-
cance of this, he notes «This was new» (ibid.). (And the change is
further marked when he comes to describe how her voice is changed
from the last time he had heard it, in their early days.) As O’Toole
has argued, this perhaps is the really important peripeteia, when
she learns to survive beyond his control, for her singing is a sign that
she has forgotten about him, ignores him. Whether this really is the
peripeteia, however, depends on whose story it is! While it might be
argued that for her this is indeed a major, indeed the major turning-
point, is it also for him?

On one level it certainly is. Her very rejection of him (implicitly
at least) seems to excite his desire anew, for it is only now that he
declares his profound love for her, with great displays of self-abase-
ment, including the classic Dostoevskian device of kissing her feet
(32). In this sense, his entry into threshold time has led to some
kind of resurrection. Unfortunately, for both of them, his overco-
ming of his «blindness» (32), another key plot motif from the lat-
ter part of the story, comes too late. Clearly, she does not want
the kind of love this tortured egoist is able to offer, and chooses
death instead. Her death is the dénouement of the story, with the
resolution on the level of syuzhet, that is, his attempt to explain
the meaning of their lives (and her death), an attempt which will
ultimately fail.

As we have seen, her death both begins and ends the story, and is
self-evidently crucial to any reading of Krotkaya. Let us now turn to
an examination of the eponymous heroine, her identity and desire,
and the journey that leads to death. A discussion of these matters
will conclude this paper.

this chronotope is «an instant». In other words, these are places where snap decisions
take place which will change the entire future destiny of the character concerned: see
Bakhtin M. The Forms... P. 520.
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Female Identity and Desire

Let us begin with an overview of her relationship with her husband.”
Their initial contact once more reveals the intertextuality of this work,
in that her coming to him to pawn her goods is a neat inversion of the
Raskolnikov / Alyona relationship in Prestuplenie i nakazanie (Crime
and Punishment): here it is the client who will die, although the client
will remain the murderer. Indeed, it is not without significance that their
later relationship is predicated precisely on commercial arrangements,
and with her in the client / subservient position — an asymmetrical
arrangement he will seek to perpetuate.”

From the first it is her powerlessness — that is her titular meek-
ness — which attracts him, especially when it is coupled, contrasted
with her angry pride. He construes their relationship as a power
struggle,” and, indeed, he orchestrates it in this way, almost as if
he seeks to invoke, avant la lettre, Teresa de Lauretis’ reworking of
Laura Mulvey:

«Story demands sadism, depends on making something happen, forcing
a change in another person, a battle of will and strength, victory / defeat».*

These motifs occur at every stage. As we shall see, her virgin-
ity is a key component in her identity for him; he wants her to be
«mine» (10). His marriage proposal, with all its specifications of
what she may and may not do, including how often she may attend
the theatre, is predicated on a «Stern Father / Dutiful Daughter»
axis. As they are about to marry he reveals that he is 41, while she

% In reviewing her identity and role in the story we must, of course, remember
that everything we know of her is mediated through the narrator. So much is obvi-
ous and would apply to any first-person singular narrative. In this particular case,
however, the problem is exacerbated by the narrator’s personality and agenda, part
of which, as I argue in the main text, is to try to silence his deceased wife, even after
her death. In this regard, we must accept that we cannot be sure of anything in this
story. All this said, all readings of the story interpret it as a realist work, and attempt
to comment on her character, behaviour and role. For all the caveats expressed here,
I will follow this tradition in what follows in the main text.

31 See Straus N. Dostoevsky... P. 108, who comments: «Dostoevsky exposes the
precise fit between economics and sexuality». See also Isenberg C. Telling Silence.
P. 66—67.

32 For discussions of this see Isenberg C. Telling Silence. P. 67; Straus N. Dosto-
evsky... P. 108, and Cox G. Tyrant... P. 66.

% De Lauretis T. Alice Doesn’t. P. 132—133. In Laura Mulvey's original formu-
lation the quotation begins the other way round: «Sadism demands a story...». Murav
H. Reading... P. 46, also invokes this typology.
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is barely 16, adding «This captivated me, this feeling of inequality,
it’s very sweet, very sweet» (13). For him, this is part of the natural
order of things: «I knew that a woman, even one of 16 years, can-
not but subordinate herself to a man completely» (15). Moreover, in
his view «A loving woman, oh, a loving woman will idolize even the
vices, even the evil deeds of her beloved» (15—16).

As we have already seen, the «meek one rebels», refuses to accept
her «complete subordination». She does this by taunting him over his
cowardice, by arranging her meeting with Efimovich, and, ultimate-
ly, by holding the revolver to his temple. Thereafter, he claims she is
«forever defeated». Indeed he repeats this word, «rmo6eskpeHa» three
times (22, 23). This scenario intensifies yet further, in his eyes, at
least. As the winter after her «defeat» slowly passes he comments: «in
my eyes, she was so defeated, was so humiliated, so crushed» (25).

It is not long after this, however, that her singing of her broken
little song seems to herald a new stage in their relationship, a new
sense of freedom for her perhaps.* This awakens a bizarre love and
almost ecstatic self-abasement on his part. But it is too little too
late, and she commits suicide shortly after declaring that she will be
a faithful and respectful wife. He kisses her «like a husband» (32),
for the last time, and, indeed, as far as we know, the first.

If their relationship is both construed and constructed by him
as a form of «narrative sadism», with her the possible victor in the
end (a point to which I will return), what is the actual image /
identity / persona that is able to emerge from beneath his tyranny?
Bearing in mind all the caveats already expressed about the reliabil-
ity of this witness, let us now examine the eponymous heroine. As
we will argue, the identity that the allegedly distorting misogyny of
our narrator gives her is actually not significantly different from the
standard «identikit» version of the vulnerable heroine which popu-
lated Russian prose fiction in the nineteenth century, especially in
its formative period of the 1830s and 1840s, precisely the period
that Dostoevsky was seeking to invoke and rework in Krotkaya.

As we have seen, she first enters the text as a marginalized
woman, an orphan who is seeking employment in the shadowy
world of the guvernantki.”® As so often before, the first thing the

3 See Straus N. Dostoevsky... P. 114 for an interesting discussion of this episode.
% For an excellent account of the marginal woman, especially the ward, in
nineteenth-century Russian literature, see Slavskaya-Grenier S. Representing the
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male narrator feels it is duty to do is to inform his (here explic-
itly male) readers, about her physical appearance; again as so of-
ten before, this description is replete with diminutives: «beina ona
Takasl TOHeHbKasl, 6eNOKypeHbKasi, cpeaHe-Bbicokoro pocra [ She
was such a thin, blonde girl, of medium height, 6]». At once her
physical description marks her out as a stereotypical victim, while
her initial behaviour emphasizes what will be another important
leitmotif: «She was always a bit awkward with me, as if she was
embarrassed» (ibid.). As soon as she gets her loan she turns and
leaves without a word. From the first, that is, she is presented as
emotional, ill-at-ease, and mute, all signs of what will be presented
as her intrinsic irrationalism.

She is, moreover, powerless. She brings him her meagre posses-
sions, and, ultimately, she will accept his marriage proposal because
he is the least bad of the alternatives. As we have seen, this power-
lessness is the most exciting of her attributes for the pawnbroker,
but her weakness and vulnerability merely reinforce the stereotypes
already created by her physical appearance, in that, from the first,
her core identity is her weakness and her vulnerability.

Closely related to her weakness and powerlessness is her innocence
and, indeed, virginity, another prerequisite of the nineteenth-century
vulnerable (and therefore) desirable heroine. Quite apart from the
fact that she is so much younger than him, she looks even younger,
about 14 according to our lustful narrator. Varvara Dobroselova, inci-
dentally, was 14 when she lost the paternal protection of her father, at
his death. In other words, even by nineteenth-century criteria, she is a
child, and the paeodophilic connotations of Bednye lyudi ( Poor Folk)
and, especially, Netochka Nezvanova are revisited.

In case, the «perceptive reader», to use Chernyshevsky’s phrase,
has not picked up on these connotations, Dostoevsky lays them bare
in that the icon which she brings to pawn, and with which she will
go to her death, is of the Virgin. This icon becomes a virtual sy-
necdoche of her.* If, however, for the author, and most of his cri-
tics, this identification with the Virgin is a sign of her life-giving

Marginal Woman in Nineteenth-century Russian Literature: Personalism, Femi-
nism, and Polyphony. Greenwood, CT, 2001. P. 35.

% See Isenberg C. Telling Silence... P. 71, for an interesting discussion of the icon
as a mise en abyme of the whole story. Others have also commented on the centra-
lity of the obraz for our understanding of the story: see, for example, Briggs K. J.
How Dostoevsky... P. 176, where she comments that the icon «is a symbol of that
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and redemptive force, then for the narrator it has far more salacious
connotations. If Babel’s alter ego, Lyutov, will be encouraged to
«spoil the purest of ladies» in Konarmiya (Red Cavalry), the nar-
rator of Krotkaya would seem to have anticipated him, although the
particular piquancy of the virgin in the rake’s economy was a well
established trope in Russian literature, from Bednaya Liza (Poor
Liza) through Bela and Knyazhna Meri (Princess Mary).” We see
this emphasis on her virginal purity and innocence most markedly,
albeit surprisingly, during her tryst with Efimovich. Having won-
dered how «this naive, this meek, this creature of few words knows
all this», he also notes «at the same time such maidenly, almost,
simplicity» (19). He now refers to her as «sinless and pure», words
routinely applied to the Virgin Mary.

Another central marker of the «identikit» heroine is her physical
displays of emotion, often by means of her eyes, alongside her more
general wild irrationality (the last trait especially marked relationally
against the «norm» of male rationality ). We see these displays at vir-
tually all stages of Krotkaya. Thus, just a few lines into the recreation
of the fabula, when he mocks one of her particularly trashy pledges,
we read «Her eyes were blue, large and thoughtful, but — how they
flashed!» (7). (The large, blue eyes go very nicely, of course, with her
blond hair...) As they haggle over the worth of the icon «her little eyes
[glazki — no longer so large?!] flashed» (9). Later, as he lays down
the very severe conditions of their marriage « She opened wide her large
eyes, listened, looked, and stayed silent» (13).

As the tension develops in their relationship her behaviour be-
comes more emotional still. When he remonstrates with her over
her over-generous (in his view) loan to the captain’s wife, we read
the following extraordinary account of her actions:

«She jumped up, suddenly shook all over and... suddenly stamped her feet
at me; this was a wild beast, this was a fit, it was a wild beast having a fit» (17).

He, of course, remains perfectly calm. She storms off, and when
she returns that evening, he comes to this sage conclusion:

inviolable part of her which is beyond the reach of the Pawnbroker, both in life and
at her death».

57 For a discussion of Babel in these terms, see Andrew J. «Spoil the Purest of
Ladies»: Male and Female in Isaac Babel's Konarmiya // Essays in Poetics. 1989.
Vol. 14, No. 2. P. 1—-27; for the centrality of virginity to the «rake’s economy», see
Andrew J. Women in Russian Literature: 1780—1863. Houndmills, 1988, especially:
P. 53—-178.
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«All this last month, or, rather, the last two weeks, she was not at all her
usual character, one could even say, that her character was the reverse of
what it had been: a tempestuous, aggressive creature had appeared, I can’t
say shameless, but disorderly, and one that itself sought confusion» (18).

And when she now asks whether he had been forced out of his
regiment, needless to say, her eyes flash.

After her crushing «defeat» her iconography returns to what it
was at the beginning: he sees her as if afresh:

«And I was suddenly struck that she had become so slender, so thin, her
face pale, her lips white» (26).

Now she is even meeker, sitting with her head bowed. Later,
however, when he declares his love for her, she returns to a more
hysterical performance:

«It was as if she shuddered all over, sort of muttered something... sud-
denly her whole face darkened, she covered her face with her hands and be-
gan to sob..» (32).

Several recurring points need to be emphasized here. Like so
many heroines before her, in Dostoevsky but many others as well,
she is prone to extreme emotionality; these emotions are expressed
in physical displays; the emotions are profoundly contradictory, so
that the woman is presented as irrational, virtually an oxymoron
incarnate. Indeed, the narrator catches this contradictoriness per-
fectly. During one of the routine, albeit apparently silent, quarrels
that mark their early relationship, he notes that «Yes, this meek face
was becoming more and more impertinent» (15).

Of course, one of the main reasons why she emerges as an irra-
tional oxymoron incarnate, is because we rarely hear her unmediated
voice, and we can never really know her desire. She is and remains a
riddle, a sphinx. The problem begins, as we saw earlier, even in the
‘Foreword’ with its nearly complete concentration on the narrator
and his difficulties. As we enter the narrative we wonder whether we
will in reality learn her story, or will she remain merely a mediated
presence, a sign of his desire. Certainly, in the course of the story, we
do hear her voice, but perhaps the most striking aspect of her identi-
ty is her lack of voice, her silence, her near mutism.* There are many

% Briggs K. J. How Dostoevsky... P. 175, draws our attention to the narrator’s
agenda: «Part of this repression is the denial of both her name and her voice». She
also makes interesting parallels with Biblical instances «where the women are pre-
sented as props to the male drama, rather than as subjects in their own right» (Ibid.,
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variations on this. In the very first scenes, as we saw earlier, she is
very angry when he mocks her poor pledges, but «Not a word did
she let fall» (7). When she next returns he tells us they had a «nice
chaty» (8), but her words are not recorded. When he then torments
her by showing her in Golos (The Voice) that she is but one orphan
of many, «Again she flared up, again her eyes flashed, she turned and
immediately left» (8), implicitly at least, saying nothing.

Eventually, of course, we do hear her speak for the first time,
when they haggle over the icon, but actual recorded conversa-
tions between them will be few and far between. Even when he has
proposed to her, and she has an agonizing choice to make, and he
presses her for an answer, all she is recorded as saying are the hardly
fulsomely expressive: « Wait, I'm thinking» (12). After she has ac-
cepted his proposal he tells us that she told him «in her babble (the
charming babble of innocence) all about her childhood, girlhood,
about her parental home, about her father and mother» (13), but
we hear / read not a word of this. We do hear her speak for a second
time, when she asks about his leaving the regiment, but this is a rare
occasion indeed. Moreover, of course, this conversation pertains to
his life, not hers.

This refusal to let the reader know her words becomes even more
marked, and even more dramatic during the double peripeteia of the
two duels (hers with Efimovich, hers with him while holding the
revolver), when we hear not a single syllable from her lips. He notes
her wisdom in her handling of the worldly Efimovich, and he specu-
lates at length about why she was holding the revolver to his head,
and what she might have been thinking, but we do not and can never
know why she did these things.

When Part Two comes, and she recovers from her great «defeat»
her silent witness is even more marked:

«When she finally got up she quietly and silently sat in my room at the
special table I had also bought for her» (23).

n. 19). Thompson sees her silence as arising from the pawnbroker’s systematic op-
pression of her: «From the hero’s recollections it emerges that he drove her to suicide
by his sadistic “system” of using silence to break her spirit. To attempt to reduce a
person to a voiceless object is a kind of murder». See Thompson D. Problems of the
biblical word in Dostoevsky’s poetics // Dostoevsky and the Christian Tradition /
Ed. G. Pattison, D. Thompson. Cambridge, 2001. P. 69—99; P. 84—85. One slight
problem with this claim, however, is that we do not actually know whether Krotkaya
«really» said little or a lot, because of the narratorial silencing of her.
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For the first time since her enquiries about his cowardice, she
speaks, about one fifth further on through the story, three little
words in response to the doctor’s enquiry: «Yes, I [am] well» (26).

A month later a dramatic change comes over her: she starts sin-
ging again, for the first time since the early days of their marriage:

«Then her voice was still fairly strong, sonorous, although unsteady, but
terribly pleasant and healthy. Now though her little song was such a weak
little thing — ...as if in her voice there was something cracked, broken, as if her
little voice couldn’t cope, as if the little song itself was ailing» (27).

These words seem to sum up the essence of the story, on the
levels of both fabula and syuzhet. His tyranny, both actual and
narratorial, has broken her voice, deprived it of strength, and on
both levels it has been virtually excluded from the text. And so it
continues. Even when he declares his bizarre new «love», we do
not hear her words. When he proposes the trip to Boulogne she
merely smiles «and said nothing» (30). The day of her death she
promises to be a good wife, and here we do have her actual words
(«I will be your faithful wife, I will respect you», 32), and then
there is a brief interchange with Luker’ya which the latter relates.
And the rest is silence.

In truth we end the story knowing very little about the epony-
mous heroine, and even less about what she said in her brief life, or
what she thought. Despite this, critics have generally treated her as
a very positive, even feminist creation, even making a virtue out of
her silence. For Isenberg, she, like Liza in Zapiski... (Notes...) is the
«bearers] of the meaning about the nature of life». Indeed, he sees
her silence as positively encoded:

«But if suicide (like the other violent acts Dostoevsky explores in the
Diary) is a mystery that transcends human reason, what could his heroine
say that her muteness does not say better?»*

Isenberg goes yet further, to argue that the author’s «deepest
dreams are invested in this heroine», while «In a formal, almost
structural sense, her death is a triumph». All this said, Isenberg
also wonders whether she «is an agent who chooses her own destiny
or merely a victim, driven to her death».” For Straus, the heroine is
even Christ-like, in that, like him she expresses «a message through

3 Isenberg C. Telling Silence. P. 52, 64.
40 Tbid. P. 73—74.
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gestures and silence».* Andersen makes a similar point: «Krotkaia’s
final gesture embodies a redemptive power. Thus Krotkaia, the
Gentle Spirit gets the last word».”

As O’Toole indicates,” however, all this valorization of the he-
roine and her death is, ultimately, pure speculation, because both
Dostoevsky and his narrator have withheld so much information,
have suppressed the Krotkaya's word so thoroughly and effectively
that we can only guess at her motives. As Murav has it:

«The hero is not only a monologic narrator, but a bad monologic narra-
tor. The central event of the story, the wife’s suicide, is never explained».*

Like Bela, Asya, Princess Mary, Zinaida and many, many others
we read Krotkaya in expectation, perhaps, of hearing her story. In-
stead what we have is almost entirely his story, during which he
stamps on her voice as ruthlessly as he stamped on her personality
during her brief life. She may be lying on a table throughout his nar-
rative, she may bear silent witness to his loss, and her body may be
strangely and poetically untouched by death, but, in the end, we know
so little about her that we can come to very few firm conclusions about
female desire and identity on the basis of this story. As Murav puts it:

«Whatever woman is in Dostoevsky — absence, image, memory trace,
a blank space, albeit a Christogical blank space — she is not a speaking
subject».*

We know that Freud was very interested in Dostoevsky, and
wrote on him. Had he read this particular story, he would have had
the views which form the first of my epigraphs firmly reinforced.
Indeed, any reader of Krotkaya might well be inclined to be left won-
dering «what does a woman want».

Moreover, on a rather darker note, and taking cognizance of
twentieth- and twentieth-first-century feminism, we might also see
this as a story of domestic abuse. There may be no actual physi-
cal abuse — at least the narrator tells us of none (but he wouldn’t
would he?) — but it is certainly a tale of mental and spiritual cru-
elty. In this sense her silent witness bears testimony to a thoroughly

41 Straus N. Dostoevsky... P. 112.

42 Andersen Z. The Concepts... P. 59.

4% O'Toole L. M. Structure, Style and Interpretation... P. 35.

4 Murav H. Reading... P. 47. Later, P. 48, she notes pithily: «A dead body cannot
enter into dialogue, Bakhtinian or otherwise».

4 Tbid. P. 51.
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patriarchal tale. It is written by a man, in which the male narrator
addresses other «gentlemen», and he regales them with the story of
how he sadistically drove his wife to a «poetical» death. Whether
thereby Dostoevsky exposes the tyrannies of patriarchy, as Straus
suggests, is possible, but, in my view, debatable. In the Beatitudes
we read «Blessed are the meek, for they shall inherit the earth».
This meek woman, however, ends up lying on the cold, cold earth,
forever silenced.



Olga A. Meerson

GOGOL'’S VIJ AND DOSTOEVSKY’S KROTKAIA:
DEAD SOULS VS. POOR (WOMEN) FOLK.
MORE ON THE THEORY OF PARODY

In this paper, I take a Feminist and Personalist approach to Dos-
toevsky’s constructs of his characters’ subjective perspectives. [
share Svetlana Grenier’s understanding of Dostoevsky’s synthesis
of Feminism and Personalism: where we, readers expect to see what
a heroine looks like, we suddenly discover what, and how, this hero-
ine herself sees. Instead of being an object of the hero’s perception,
she becomes the subject of her own, a vision which, in turn, impli-
cates the reader.' In this respect, Grenier’s approach synthesizes
two understandings of the narrative and philosophical subject —
Bakhtin’s Personalism and Feminism as explicated, for example, by
Nancy K. Miller. Miller opposes Roland Barthes’ notion of Texto-
logy / Hyphology to what she terms Arachnology. While Barthes’
«Hyphology» refers to the reader’s perception of the text as the fi-
nal product, Nancy Miller's «Arachnology» aims at restoring the
authorial subject to the woven text. Since Arachne is the weaver
of her own «textos», the neologistic term «Arachnology», based on
the retrieval of the myth’s relevance, encapsulates Miller's whole
polemics with Barthes’s notions of Textology and Hyphology —
notions that require an active but irresponsible reader and a dead
author. According to Barthes, the reader appropriates the spider’s
thread and the texture made thereof, thereby killing the spider, the

! Cf. Slavskaya-Grenier S. Dostoevsky Listening to and Re-broadcasting a
Woman's Voice: Demons and Jane Eyre // Representing the Marginal Woman in
Nineteenth-Century Russian Literature: Personalism, Feminism, and Polyphony
(Contributions in Women’s Studies). Connecticut, 2000.

© O.A. Meerson, 2011
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weaver Arachne, i.e., the author — in Miller’s case, an author as
pronouncedly female as Arachne herself is in the myth.? This femi-
nist approach, concentrated primarily on the woman as a philoso-
phical subject, implicates the reader in what the heroine sees, not
what she looks like. Dostoevsky pushes the notion further, himself
being a male author but a Personalist, and thus adhering to this
vision of the feminine subject. Grenier claims that Dostoevsky’s
Personalism even makes him more feminist than some female au-
thors (the one in question for her is Charlotte Bronte, with Jane
Eyre).? For Grenier, and for my approach here, it matters that what
Bakhtin sees as Dostoevsky’s polyphonic patterns of characteriza-
tion concerns a feminist vision, insofar as a woman is the subject,
not the object, of perception and representation. Hence, what mat-
ters for the purposes of literary analysis is how Dostoevsky defines
and models the heroine’s point of view.

I will also be addressing a particular intertextual aspect of this
pattern of subject modeling, not Bakhtinian or Feminist per se but
«Tynianovian». Bearing in mind Tynianov’s attempt at re-defining
parody as at times deepening the original context — rather than
making it flatter — I will explore Dostoevsky’s tools and weapons
in his literary polemic with Gogol. Like Tynianov, I examine how

2 Compare Barthes and Miller, Barthes first: « Text means Tissue; but whereas
hitherto we have always taken this tissue as a product, a ready-made veil behind
which lies, more or less hidden, meaning (truth), we are now emphasizing, in this
tissue, the generative idea that the text is made, is worked out in a perpetual in-
terweaving; lost in this tissue — this texture. Subject unmakes himself, like a
spider dissolving in the constructive secretions of (her) web. Were we fond of
neologisms, we might define the theory of the text as an hyphology (hyphos is
the tissue and the spider web)» (Barthes R. The Pleasure of the Text. New York,
1975. P. 64). Barthes’ «hyphological» approach precludes any interest in the
author as actual subject: in fact, his claim that the author is dead is an inevitable
outcome of this Hyphology. Nancy Miller’s «Arachnology» restores the authorial
subject as the weaver of the text, but even more so, her approach implies that
even female characters and narrators are subjects, not objects, of perception. To
prove her argument, Miller provides a rather witty close reading of the Arachne
myth itself. This close reading results in the following definition of Arachnology as
a theoretical approach: «By arachnology, then, I mean a critical positioning which
reads against the weave of indifferentiation to discover the embodiment in writing
of a gendered subjectivity» (Miller Nancy K. Arachnologies: The Woman, the Text,
and the Critic // Subject to Change: Reading Feminist Writing / Ed. N.K. Miller.
New York, 1988. P. 80).

3 Slavskaya-Grenier S. Dostoevsky Listening...
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Dostoevsky argues with Gogol using Gogol’s own poetics but tur-
ning the grotesque into the philosophical.* Besides Tynianov, Dos-
toevsky’s literary polemic with Gogol provokes a poignant defini-
tion by Abram Terts. Terts says that Dostoevsky seems to argue
with Gogol: these people we / you see and describe are «not dead
souls but poor folk!».” In our case, these are poor womenfolk. Even
when it is not a woman'’s voice that we hear in a male narrative, this
voice may still convey a woman'’s point of view or, more broadly, a
woman'’s vision of herself and others.

In the case to be examined, the bone of contention between Go-
gol and Dostoevsky is indeed of specific interest to Feminism. The
work in question, Dostoevsky’s Krotkaia / Gentle Creature / The
Meek Woman will allow us to see the immense difference that exists
between two types of characterization for one and the same wo-
man — when she is seen — in Vij — as opposed to when she sees —
in Krotkaia. It is only fair to say that Gogol’s horror of letting the
woman see is justifiable: after all, she is dead, lying in a coffin.

Whether this dead woman is an object or the subject of vision,
largely depends on who sees that woman, and how. In other words,
besides examining how Dostoevsky constructs her own point of view,
we also have to see how he constructs the one who sees her, and his
point of view. Moreover, in Krotkaia, this person sees differently at dif-
ferent stages in his life and in different capacities — as a semi-authorial
narrator and as a character for whom a lot is at stake! Depending on
the eye of this male beholder, it becomes possible to see a zombie or
a meek creature in one and the same woman. But it also depends on
the eye of that beholder whether he sees the woman herself as a be-
holder or only the beheld. The lusting and not-too-reflective Khoma
Brut in Gogol’s Vij (meaning ‘wail’ in Ukrainian) contemplates his
woman as an object of lust, fear, or both. The Usurer in Dostoevsky’s
Krotkaia, once blinded by his lust of power but nonetheless penitent,
eventually stops seeing his late wife as an object of his contemplation
or manipulation and manages to become genuinely interested in how
she saw him and the world. Once she dies, for the first time in his life,
he is puzzled by her vision, rather than his own vision of her. Like the

4

Cf. Tynianov Iu. N. Dostoevskij i Gogol’ (k teorii parodii) // Tynianov Iu. N.
Poetika. Istoriia literatury. Kino. Moscow, 1977. P. 198—226 (first published in
Petrograd, 1921).

5 Terts A. / Siniavsky A. Golos iz khora // Terts A. / Siniavsky A. Sobranie
sochinenij: V 2 t. Moscow, 1992. Vol. 1. P. 480.
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Gospel seed, when the Meek Woman dies as an object, or construct,
of the hero’s perception, she comes to life as a person for him, as he
laments her and begins to long for her subjective perspective.®

What then is specific about the way a woman and her subject-
hood can or should be exonerated? To begin with, objectifying
women differs from objectifying men. A male character turns into
an object when caricatured, satirized, or otherwise stereotyped as
a flat, limited, or complacent creature — like Luzhin in Crime and
Punishment. The authorial narrator may distance himself from such
a character but he would rarely reduce him to an object of desire or
sexual monomania, at least in the traditional heterosexually oriented
literature of the nineteenth century. Interestingly, in Dostoevsky,
when a woman is similarly caricatured, it may be done through
the prism of another woman's vision — for example, in Crime and
Punishment, when Katerina Ivanovna mocks and caricatures Ama-
lia the landlady in her own discourse.

Given this, initial type of predominantly male objectification,
the de-objectification of a male character will also follow its own
specific rules, creating, fulfilling, or frustrating its own expecta-
tions, specific even for a dialogic, Dostoevsky-type novel. Of course,
even with a male character who is initially objectified, it is quite a
surprise when such a caricatured man suddenly appears as a subject
with his own vision, but in Dostoevsky, the proverbial Bakhtinian

6 AsIam interested in Feminism in the context of, and in conjunction with, poly-

phonic patterns of characterization, my approach to the dialogic imagination makes
it imperative to consider the hero’s vision of the heroine. This is the overtly par-
tial context in which I am interested in Nancy Miller’s interpretation of the sub-
ject. While she is mostly interested in the authorial subject, I am chiefly concerned
with the subject of the heroine herself, and, to boot, in the poetics of a male author,
Dostoevsky. The specific of a male author is indeed very Dostoevskian, in Bakhtin’s
sense. A male author can only attain a woman'’s vision by empathizing with her in a
polyphonic way, as a dialogic vision of her world by another subject, overtly other,
as male, without any prior, extra-poetic claim to knowing how she may feel. Such
an author’s claim to implicating the reader in a woman'’s point of view is stripped of
all pretense at social, emotional, biological, or ideological affinity. He claims neither
the right nor the intention of saying «I know how you feel!» let alone «I know how
she feels!». All he has to offer is a poetic, polyphonic empathy. Svetlana Grenier has
demonstrated that this «authorial otherness» is specific not only to Dostoevsky’s
polyphony but to his unique version of feminism as well. More importantly still, she
seems to have proven that this, polyphonically empathetic version of feminism may
sometimes surpass that of many female authors, in its effect of implicating the reader
in the way women see rather than seem.
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unfinalizability of characters obtains unisexually. One of such un-
expectedly inverted male stereotypes is Lebeziatnikov in Crime and
Punishment. Of course, even he is a bit of a Balaam’s Ass, and la-
ter Dostoevsky will mention her (the ass) directly in reference to
Smerdiakov, another male character who is rather unexpectedly
unfinalized. Thus unfinalizability, even for male characters, entails
the image of a female, even if a brute animal.

Yet there is a difference in the way female characters in Dos-
toevsky get their subjectivity exonerated. What is shocking about
their de-objectification is woman-specific, because initially, by
default, readers, male and female, expect a female character to be
merely an object of description, in the eyes of a character or any
narrator.” Readers, therefore, experience a greater shock when they
suddenly discover that women — not only female narrators but fe-
male characters as well — may have their own vision of the pictures
which at first seem to contain them only as painted figures. As an
ideal woman, an object of a man’s desire, worship or manic obses-
sion, it is she who suddenly looks back at the man contemplating her,
and it is she who assesses or judges him! In Krotkaia, it is especially
shocking and even horrifying that she judges him in silence, first,
because she is oppressed, then, because she wants to be silent, and
in the end, because she is dead. The man’s shock can be compared
only to the shock of any person, male or female, when aiming his or
her fork at a sunny-side-up fried egg at breakfast — if the fried egg
suddenly opens its yolk like an eye and winks at him or her!

The reason we need an example no less shocking for women than
for men is Dostoevsky’s unisex polyphony in poetics. In restoring
his women’s subjectivity, he shocks not only his male readers but
his female readers as well. Women also get to be shocked by female
subjectivity when encountering it in these traditional nineteenth
century literary heroines — neither feminist, nor suffragette-acti-
vists, but ladies and prostitutes, mothers and daughters, poor brides
and molested little girls, kept women and rich loners, governesses
and jealous wives, widows and madwomen — in short, in ourselves.
Dostoevsky does not echo slogans like «Sisterhood is Powerful». In-
stead, when an egg-over-easy winks at you, Dostoevsky also makes
that egg tell you, like Gogol’s Bashmachkin but with a feminine

7 As Slavskaya-Grenier has shown for Jane Eyre, this includes our expectations

of a female author and narrator as well.
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twist: «I am your sister!». Even the sturdiest feminist may lose her
mind when thus addressed.

The Meek Woman / Krotkaia shatters the usurer’s soul by im-
plicating him in her worldview. By then, she is dead, so his shock
can be felt not merely by men who disregard women’s subjectivity
but by all readers, including women and even feminists. It is a rare
feminist who would consider a dead woman to be a person with her
own vision.®

Let us now address the specific textual and intertextual case in
question. I submit that in his Krotkaia, Dostoevsky re-writes the
image of Gogol’s eerily beautiful Pannochka, or her zombie permu-
tation, as portrayed in Vij. If so, in Krotkaia Dostoevsky means to
argue with Gogol about the nature of the human soul, specifically,
a woman'’s soul, still more shockingly, a dead woman’s soul. The
woman may be dead but her soul is still living, still a subject. This
argument is somewhat analogous to what Abram Terts / Andrey
Siniavsky says about Gogol and Dostoevsky, although not specifi-
cally about women characters:

«It seems to me that Dostoevsky’s Poor Folk were born by an audial
analogy, and by contrast, to [Gogol's] Dead Souls. These are not dead
souls, the enraged Dostoevsky vehemently argues, no, they are poor folk!»

«Mmue kaxercst, “Bepnbie atopn” \OCTOEBCKOIO POAMAVICH 110 3BYKO-
BOVI aHanorum u 1o kourpacty ¢ “MepTBeiMu pymamn” — He MepTBbIe
Ay, crioput \ocToeBCKUi (1 OY9€eHb IPU ITOM CEPAUTCST), — a GeAHbIe
noan!» (A6pam Tepry).”

We all remember that all the dead «souls» (peasants) worth any-
thing for Chichikov in Gogol’s work were male. ( Sobakevich smug-
gled Elizabeth the Sparrow into his list of peasants illegitimately if
with gratuitous grace.) Among the actually dead, deadened souls,
the landowners’ wives and Korobochka were also present, but only
as counterparts to their husbands (in Korobochka’s case, already
dead!). But what about Dostoevsky? Suddenly, as dead souls be-
come poor folk, some get feminized. In Poor Folk, we immediately

8 It is feminist critics who object to seeing Krotkaia as a real personal subject,
on the grounds of her being dead and her subjecthood thus emerging belatedly, only
posthumously and therefore allegedly ineffectively. Cf., for instance: Murav H. Rea-
ding Woman in Dostoevsky // A Plot of Her Own / Ed. S. Hoisington. Evanstown:
Northwestern UP, 1995. P. 44—57.

9 Terts A./Siniavsky A. Golos iz khora. P. C. 480.
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encounter Varenka Dobroselova, a distant relation and predecessor
of Krotkaia. In Crime and Punishment, women are central. All the
victims of Raskolnikov’s crime and all the characters who seem to
suggest to him that this crime needs to be committed — the poor,
the abused, the prostitutes, the destitute, etc. — are women. The
plot of Crime and Punishment depends on regarding woman as a
human being — otherwise, there would be no murder—at least no
homicide — nor any reason for Raskolnikov to consider committing
it. This makes it especially ironic when Razumikhin offers Raskol-
nikov a translation job:

«Here you have about 33 pages of a text in German — I think, it's a
most stupid case of charlatanism — in a word, it treats the problem as to
whether woman is a human being or not. Well, of course, by the end it is
triumphantly proven that yes, she is a human being».

«Bor TYyT ABa C AMIIKOM AMCTAa HEMEJKOI'o TeKCTa, — I10-MOeMy, I'hy-
Memero mapaaTaHcTBa: OAHUM CAOBOM, PACCMATPUBAETCS, YeAOBEK AV
SKeHIUHA uan He yenoBek? Hy 1, pagymeeTcst, TOP>KECTBEHHO AOKA3bIBA-
ercs, 9To yenosex» (6, 88').

Typically for Razumikhin, and ultimately, for Dostoevsky him-
self, the idea central to the whole book is mocked and seemingly
discredited — only to cover up its importance. What Razumikhin
dismisses, Dostoevsky the author (not his narrator!) puts in the
center of the moral drama.

Thus Dostoevsky does not just argue with Gogol about dead
souls actually being poor folk: he even manages to insist that these
poor souls are often feminine, including Varenka Dobroselova, Krot-
kaia, or Sobakevich’s Elizabeth the Sparrow. De-objectification,
the restoration of human souls, in Dostoevsky almost inevitably
entails at least their partial feminization.

Gogol had it the other way around. Yes, the Pannochka in Vij,
as well as the word soul (apyma), in Russian or other gendered lan-
guages, and its Apuleian-mythological representation as Psyche
(especially in The Portrait), are all words in the feminine. In Gogol,
however, these words’ referents gradually or eventually lose their
femininity, as they lose their humanity. In Dead Souls, the listed
peasants’ “souls” lose their femininity by first dying and then

10 All quotes from Dostoevsky are from: Dostoevskij F. M. Polnoe sobranie sochi-
nenij: V 30 t. Leningrad. Pages are given after the number of the volume. Emphasis is
mine, translation as well, unless otherwise indicated. — O. M.
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being listed only as male. The case of Pannochka in Vij is particu-
larly striking, as she eventually becomes replaced with Vij, a zombie
of, at least grammatically, masculine gender but actually of too little
humanity or biological plausibility to have any gender at all.

It is these zombies that Dostoevsky undertakes to exonerate,
restoring their subjectivity and their femininity, at least as souls.
Compared to this undertaking all Heracles’ efforts in the Augean
stables were child’s play: no human souls involved, only the inert
physical mass of manure to be removed. But what technique does
this exploit of Dostoevsky involve? What force can possibly counter
or even refute the notion, firmly established in the minds of Gogol’s
readers, that a beautiful, helpless, youthful damsel in distress, lying
in a coffin is allegedly a monstrous zombie? How does Dostoevsky
transform this dead soul into one belonging to poor folk?

First, it is important to make the elements of the original picture
recognizable, i. e., recognizably Gogolian. Then, Dostoevsky «un-
does» the picture, turning all the minus signs into pluses. While
Gogol goes on describing the beauty transformed into the mon-
strous zombie, Dostoevsky continues that very description, not let-
ting Gogol say the last word about the girl, thus asserting her unfi-
nalizability (HesaBepmenHocTb). Wherever Gogol sees Vij instead
of the beautiful Pannochka, Dostoevsky sees a gentle, meek woman,
Krotkaia, instead of Vij. Dostoevsky adapts Gogol’s own recogni-
zable narrative style to guarantee the woman'’s identity. Thanks to
this, borrowed style, Dostoevsky’s narrating hero sees the exact
same woman as do Khoma Brut and Gogol’s narrator, but he sees
her differently. It is in order to guarantee this identity of the woman to
be exonerated that Dostoevsky uses Gogol’s recognizable markers
of genre and style in his own text. What then are these markers?

First, let us address the generic parallels and reversals in the plot.
In Vij, as later in Krotkaia, the male hero first expends inordinate ef-
forts in order to break the will of the woman to be conquered — only to
subsequently feel moved at the sight of her, sweet and meek, in the cof-
fin. Initially, the first priority for both Gogol’s Khoma Brut and Dos-
toevsky’s Usurer seems to be «showing who the boss is». They seem
to resist being «harnessed» to the point of saddling the conquered
woman, literally (Khoma) or figuratively (the Usurer in Krotkaia).
In any case, both men «saddle» their women sexually as well as sym-
bolically, not to put too fine a point on it. Each man eventually drives
his saddled woman to death. (Compare Crime and Punishment, where
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Katerina Ivanovna, right before dying, would says about herself, «so,
you've worn the old horse down!» / «Yespuanm kastay!».)

When in both Vij and Krotkaia, the dying heroine suddenly ap-
pears to the main hero to be young and beautiful, the male charac-
ter is seized by a pity that almost immediately degenerates into lust.
Scared by his own lust, Khoma Brut, the man in Vij, tries to run
away. At first, he seems to succeed. Eventually, however, it becomes
clear that the woman still haunts his imagination and thus exercises
power over him.

So far, for Gogol’'s male protagonist. His view of the woman,
is partly that of Dostoevsky’s Usurer as well—at least as long as
he upholds the vision of such a male «saddler». But he undergoes
an evolution. Initially, as the woman’s husband, he is an objectify-
ing tyrant. Eventually, as a widower, he turns into a philosopher.
Importantly, this is his own, subjective assessment of his personal
evolution. At first we are oblivious to what Bakhtin would term the
heroine’s unfinalizability (HesaBepmeHHOCTH), because initially,
the male narrator, our only source of information in Krotkaia, ma-
nages to convince us that «his» woman is fully contained within the
scope of his vision, as its object.

Gogol’s and Dostoevsky’s male heroes both keep watch over
the objectified woman’s body in the coffin. Both men are to blame
for their respective woman'’s death and both are in a state of frenzy.
Both are philosophers, in a way. Dostoevsky’s man tends to phi-
losophize first as a character, trying to entice Krotkaia by striking
a philosophical pose, and eventually, in his monologue as both a
character lamenting her and the narrator of his and her whole story.
Khoma Brut, on the other hand, bears the title of a philosopher only
ironically, as the designation of his year at the seminary, the next
year after the class of “rhetoricians”. Like the Dostoevsky charac-
ter, quite literally, however, he is past the phase of being a rheto-
rician (in the Gogol, the designation of the previous year in the
seminary)! Yet it seems that Khoma is anything but a philosopher.
It is with obvious irony that Gogol’s narrator constantly refers to
him as «a philosopher» / «the philosopher» / «our philosopher».
This irony is gone once Dostoevsky takes over this character’s mo-
tif. Dostoevsky transforms Gogol’s ironic, obviously mismatched
label for Khoma into his own hero’s true philosophical inclina-
tions. What is ironic or sarcastic in Gogol turns out to be earnest
and literal in the way Dostoevsky’s text uses the Gogol intertext.
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This notion of a reverse parody, where the original is ironic and
the «parody», earnest, fits the mode of Dostoevsky «parodying»
Gogol according to Tynianov’s interpretation of parody.

What sort of a philosopher is Dostoevsky’s narrator? Like Khoma
Brut, he also parodies the notion of philosopher, in the conventional,
pre-Tynianov, sense of parody. Like Khoma Brut, Dostoevsky’s hero
manages to parody philosophers collectively while keeping their indi-
vidual prototypes relatively recognizable. These range from Rousseau
and various adherents of utopian theories, to essentially bourgeois,
romantically inclined poseurs and brooders, as Krotkaia aptly nails
it with her caustic rhetorical question: «so you are taking revenge on
society, aren’t you?». While the drunk and gluttonous seminarian
Khoma Brut (a hybrid of «brute» and «Brutus», as perhaps a trai-
tor to his own title of «philosopher»?) is labeled a philosopher, the
philosophizing narrator of Krotkaia is denied the formal title of phi-
losopher. Both caricature the image of a philosopher but in different
genres, and perhaps to different poetic ends.

Unlike Gogol, however, Dostoevsky uses the heroine’s speech
and vantage point to caricature his hero’s philosophy. Dostoevsky’s
mockery usually consists of using another’s speech (uyskast peun),
by way of invoking it as a cliché not shared by the speaker quoting it.
In this case, the cliché is «taking revenge on society», a fad of those
men who want to pose as misunderstood loners:

«*So you are taking revenge on society, aren’t you?” — she suddenly
interrupted me rather caustically, yet her mockery having some innocent
tint to it. ... “Ahal, I thought, so that’s what you're like, want to show your
character; it’s the new school type "».

« — Bour mctute obmectBy? Aa? — rnepebuaa oHa MeHsI BAPYT C AO-
BOABHO €AKOJI HACMEIIKO, B KOTOPO¥ ObINO, BIIPOYEM, MHOTO HEBMHHO-
ro» <..> «Ara!l — nmoayman s, — BOT TbI KaKasi, XapakTep OODLSIBASIETCSI,
HOBOrO HarnpasnaeHus» (24,9).

In the true spirit of polyphony, after the heroine nails the male
hero, Dostoevsky even gives him a chance to say something in his
own defense, at least to justify himself in his own eyes. The hero
uses this chance to compare himself to Goethe’s Mephistophe-
les, as someone indeed prone to philosophical dialectics' but also
somewhat like Gogol’s Khoma Brut with his readiness to associate

' Importantly for Dostoevsky, in Pushkin’s «Scene from Faust», it is Mephis-
topheles who calls Faust «my philosopher», to dispel Faust’s attempts at extolling
his love for Gretchen.
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himself with a more folkloric version of the same infernal character.
The fact that Dostoevsky’s character uses the same association in
a culturally higher register than Gogol’'s Khoma only masks the
similarity between the two men, rather than suggesting any funda-
mental difference between them in their treatment of their women.

«“You see, I began half mockingly half-mysteriously, I am part of that
part of the whole that wants to do evil but does good...”

She quickly glanced at me with great curiosity which nonetheless had
something childish about it.

“Wait... What is this thought? Where does it come from? I have heard
it somewhere...”

“Don’t rack your brains; this is the way Mephistopheles introduces
himself to Faust. Have you read Faust?”

“N-not... too carefully”.

“Which means not at all. It’s a must. Still, I see a mocking smile on
your lips again. Please don’t imagine that I am as tasteless as to try to pret-
tify my role as a usurer by introducing myself as Mephistopheles. Once a
usurer, always a usurer. We know our place, Ma'm “».

« — Bupure, — 3amMeTHA st TOTYAC JKe MOAYITYTAMBO-TIOAY TAMHCTBEH-
HO. — “S — s1 ecMb YacTb TOV YaCTY 1JeAOr'0, KOTOPAsl XO4eT AenaTh 310,
a TBOpuT A0GpoO...”"

Ona 6bIcTpo U ¢ 6OALIIMM AIOOOMBITCTBOM, B KOTOPOM, BIIPOYEM,
OBINO MHOI'O AETCKOI'0, TOCMOTpEAA Ha MeHsI:

— ITocrorire... Yro 310 3a MbIcAL? OTKyAQ 3TO? 9l rA€-TO CABIIIAAA. ..

— He nomarite ronossl, B aTux Beipaskeunsix Mepucrodenb pekoMeH-
ayercst @aycry. “@aycra” ynraam?

— He... HeBHMMaTENBHO.

— To ectp He unTanu BoBce. Hapo npoyecTs. A BripoyeM, st BUXKY
OITSITH Ha BammMx rybax HacMemauByro ckaaaky. [Toskanyricra, He ripep-
IMOAOXKUTE BO MHE TaK ManA0 BKYCa, YTO s1, YTOOBI 3aKPACUTH MOIO POAb 3a-
KNAAYMKA, 3aX0TeN OTPEKOMEeHA0BAThbCst Bam Meducrodenem. 3akaan-
YUK 3aKAAAYMKOM U ocTaHeTcs. 3HaeM-c» (24, 9).

At first glance, this philosophizing has nothing in common with
the brute-like Khoma Brut. But by labeling his character both Bru-
tus / Brute and a «philosopher», and letting him play with witches,
rather like Faust, Gogol could not help but provoke Dostoevsky to
polemicize by trying out these notions, in earnest, on his own cha-
racter.”” Unlike Khoma Brut, the hero of Krotkaia is a philosopher

12 T of course continue to agree with Tynianov that this Gogolian heritage provo-
ked Dostoevsky in precisely such a way of a «reversed» parody. Cf. Tynianov ITu. N.
Dostoevskij i Gogol'...
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by virtue of his voice, i.e., insofar as he is his story’s narrator. As he
narrates his story he begins to try to understand it, and as a result, to
understand the woman'’s version of it, thus willy-nilly practicing and
eventually learning how to de-objectify her.

Moreover, as Tynianov suggests, Dostoevsky does engage in re-
verse parody. The parodial relation between the two authors is that
of complementary distribution. Where Gogol is metaphorical or/
and ironic, Dostoevsky is «in earnest», and vice-versa. As a result,
once Krotkaia dies, she awakens the Usurer’s subjective person-
hood by provoking his monologue. As he deepens his reflection in
this monologue, she herself emerges in his vision as a person with
her own point of view, her subjective vision transcending his own
while fascinating him ever more in the course of his monologue. As
he recalls his own perspective on meeting her, for the first time he
asks himself how she saw the same picture.

Those are the plot and situation-related parallels between Vij
and Krotkaia. Dostoevsky indeed maintains that Gogol’s Vij — a
wailing zombie, i.e., a dead soul par excellence — is a meek, gentle
creature, a damsel in distress, i.e., one of the poor folk, even of the
poor womenfolk. Stylistic parallels reinforce these situational ones,
especially in the description of each woman in her coffin.

Both dead women have eyelashes compared to arrows (crpens,
Vij), or «dear little arrows» (crpenxnu, Krotkaia). Both descrip-
tions, in connection or juxtaposition to these arrows, contain the
mention of a drop of blood, tiny in Gogol (unlike the arrows), and
much bigger — but the same shape — in Dostoevsky. Both women
die when the hero is absent but each implicates him in her death;
both heroes are reluctant to participate in the dead woman's burial,
and both are traumatized by the woman'’s eyes being closed.

Gogol’s initial description of Pannochka, when Khoma first re-
cognizes her as the witch he has killed, contains intonations that
would be echoed later, when he reads the Psalter over her:

«A shudder ran through his veins: lying in front of him was a beauty
if there ever was any on earth. ...She lay there as if being alive. Her brow,
beautiful, tender like snow or silver, seemed to be thinking [sic!]; her eye-
brows, like a sudden night in the middle of a sunny day, thin and even, were
proudly raised over her closed eyes, and her eyelashes fell on her cheeks like
arrows, the cheeks burning with the fever of secret desires; her lips were like
rubies, all ready to smile. ...But in these same features, he saw something
piercing. Somehow he felt his soul starting to moan in pain... The blood in
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the rubies of her lips seemed to get straight to his heart. Suddenly some-
thing horribly familiar appeared in her face.

“The witch!” he yelled in a strange voice," looked elsewhere, grew all
pale, and started reading his prayers.

This was the witch he had killed».

«Tperner mpob6eskan 1o ero skMaaM: MpeA HUM Aexkana KpacaBuila, Kakast
I(Ol"Aa-J\Y/I6O ObiBana Ha 3eMae. <...> OHa nesxana Kak >KuBas. I‘IGJ\O, npe-
KpacHoe, HeSKHOe, KaK CHer, Kak cepebpo, Ka3anocb, MulCAuUn0; OPOBU —
HO4Yb CpeAM COANHEYHOI'O AHsI, TOHKME, DOBHbIE, TODAEAMBO ITPUTTOAHSINANCDH
HaA 3aKpbITbIMM r'Aa3aMM, a peCHUIbI, ynasuiue Cmf)eflamu Ha mexu, noi-
naswue Kapom maiHuIX KenaHull; yera — by6GuHbl, 201mosble YcMexHYMb-
csl... Ho B HUX 3Ke, B TeX ke CaMbIX YepTax, OH BMAEA YTO-TO CTPAIIHO ITPOH-
surTeapbHoe. OH YyBCTBOBAA, 4TO Aylla €ro HadyyHanad Kaxk-To 6ONE3HEHHO
HBITD <...> PyOuHbBI yCT ee, ka3anoch, IPUKAIIAAM KPOBUIO K CAMOMY CEPA-
17y. BApyT 4TO-TO CTpanmHo 3HaKOMoe IT0Ka3anoch B AMIe ee.

- BEAI)Ma! — BCKPUKHYA OH HE CBOVMM I'OAOCOM, OTBEA I'Ad3a B CTOPO-
HY, HO6J\eAHe]\ BeCb M CTaNA YMTAThL CBOM MOAUTBDI.

— 1o ObIna Ta camMasi BeAbMa, KOTOPYIO youn ony.'

The girl’s «burning secret desires» horrify the observer because
they bring the heroine back to life. Besides eroticism, the secrecy of
these desires burning her allegedly dead cheeks suggests that the
heroine’s own life as a subject is known to the observer only partial-
ly, but this subjectivity of the woman is frightening: after all, she is
dead! The image of blood in this passage is ominous. The shudder
running through Khoma’s veins is also akin to this bloody imag-
ery. This shudder combines lust and horror, the lust not merely his
but the dead woman'’s as well, as «the fever of her secret desires»
suggests. Her lips resemble bloody rubies, like those of a vampire.
This image is not a metaphor. Just as in Arcimboldo’s horrible por-
traits, the literal and the figurative easily switch places in Gogol’s
imagery. It would indeed be more natural for a dead woman to have

13

Cf. Hermann’s exclamation, «The Old Hag / Crapyxal!», in The Queen of
Spades, when he recognizes the Old Countess in the card of the Queen of Spades.
Pushkin’s Hermann is horrified to recognize the deceased (old) woman where she
is not supposed to be, while Gogol’s Khoma recognizes the deceased woman as so-
meone she is not supposed to be — and as an old woman too, just as the witch first
appeared to him. For Dostoevsky, Hermann'’s horror of recognition matters mostly
for Crime and Punishment, whereas in Krotkaia, it is transfigured, purified, and ren-
dered innocuous by driving out fear with love and compassion.

14 Gogol’ N.V. Sobranie sochinenij v 6 tomakh. Moscow, 1959. Vol. 2. P. 174. All
the references are from this edition and given in the text of this article.
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crimson lips if they really were rubies than if they were full of li-
ving blood! Even her—or rather, her brow’s! — seeming ability to
continue thinking («4eno, kazanoch, mpicanno» ) adds to the hor-
ror. Like Khoma, we feel horrified that this woman is too alive for
someone who is supposed to be dead. This horror precludes any
pity or compassion, whether on our part or the male character’s.
The only thing his lust means to him is a demonic temptation,
rather than love, or even pity. Herein lies the symptomatic diffe-
rence between demonically galvanized dead zombies and divinely
resurrected people. It all depends on whether they provoke love
or fear in the beholder.

It is this dead witch, with her horrible and zombie-like liveli-
ness, that Dostoevsky will undertake to exonerate. It is she that, in-
stead of a dead soul, will become a woman of the poor folk kind. We
will presently see what happens in the Dostoevsky context to such
zombie-like paraphernalia as the arrow-like eyelashes, or blood and
blood-related imagery.

First, however, let us take a look at Gogol’s original context—the
second description of Pannochka in her coffin:

«What a horrible, dazzling beauty! ... Indeed, the deceased woman'’s
sharply striking beauty seemed horrifying. Perhaps he would not have been
struck with such immense, horrifying panic, had she been a little uglier.
But her features had nothing dull, blurred, or dead. [Her face] was alive,
and it seemed to the philosopher as if she were looking at him with her eyes
closed. It even seemed to him that from under an eyelash on her right eye a
tear started running, and when it stopped running on her cheek, he clearly
saw that it was a drop of blood».

«Taxas crpamuas, csepkaromast kpacora! <...> B camom pene, pes-
Kast KpacoTa ycorlei Kka3aaach crpamHom. MosxeT ObITh, Aaske OHA He
ropasmaa 6bl TAKMM [TAHUYECKUM Y>KAacOM, eCAM Obl ObIna HECKOABKO He3-
ob6pasnee. Ho B ee yepTax Huuezo He OLIN0 MYCKN020, MYMHO0, YyMmep-
wezo. OHO 6BIAO KUBO, 1 GUAOCODY Ka3anoCh, KAK OYATO ObI OHA TASIAUT
Ha HEro 3aKpbITbIMM 'ha3dMU. EMY Ad>Ke I1oKa3anocCb, Kak 6yATO MN3-TIOA
f)eCHul}bl IIpaBoOro raa3a ee riokaTmunaacb caeda, M Korada OHa OCTaHOBUAACDh
Ha 1jeKe, TO OH Pasnuuus SICHO, 9TO ITO Obina kanns Kposm» (2, 181).

Horrible as it seems in Gogol's Vij, for Dostoevsky, the lively
nature of the dead woman is a treasure trove, a promise of resurrec-
tion, embodying all the hopes of his hero. He longs for that which
Gogol’s Khoma dreads:

«She is blind, blind! Dead! She doesn’t hear! ...O, let it be anything [as
it was? let it be at any price? It is unclear what he means. — O.M.], just so
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that she would open her eyes if only once. For a single moment, only for one
single moment! If only she glanced at me the way she used to...».

«Chnermast, caenast! Meprsasi, He cabimT! <...> O, nycTh BCe, TOABKO
nycmov 661 ona omxrbwina xome pasz enazal Ha 00Ho meHoGeHUe, MONbKO HA
00Ho! Bzenanyna vl Ha MeHs, dom Kak dageua...» (24, 35).

These lamentations culminate at the end of Krotkaia: «Really,
when they take her away tomorrow, what will happen to me?» (Lit-
erally, «what will I be?»: «uto 3k st 6yay?». The hero’s own identity
is at stake now!) Dostoevsky's hero cannot stand the prospect of
the heroine’s posthumous absernce, while Khoma cannot stand her
presence. This reversal is confirmed by the change of the speaker’s
intonation in Dostoevsky. The motifs of the arrow-like eyelashes
and the drop of blood originate in Gogol but the intonation is ten-
derly affectionate:

«How thin and sweet she is in the coffin, how sharp her dear little nose
has become! The eyelashes spread like little arrows. And the way she fell—
nothing broken, nothing harmed! Only this lump (ropcrka) of blood—a
dessert spoonful, as they say. Internal concussion».

«Kaxast ona ToHeHbKast B rpo0y, kak 3aoctpuncst Hocuk! PecHuuyt
nexam cmpenxkamu. VI BeaAb Kaxk yrana — HUYErO He Pa3MO3XKMAA, He
cnomana! Tonbko opna ata “eopcmka kposu”. \ecepmmasn 10,KKa TO €CThb.
Buyrtpennee cotpsicenne» (24, 35).

Dostoevsky’s hero uses diminutives as an intonational marker
for tender lamentations (ToHeHbKast, Hocuk, crpeaku). This is in
marked contrast to the narrator assuming Gogol’s «philosopher’s»
perspective in Vij. Nonetheless, this intonation echoes that of ano-
ther character in Gogol’s story — that of Pannochka’s father. The
echo introduces incestuous connotations, or rather, Dostoevsky’s
attempt to abolish them by rewriting Gogol’s narrative."” This hero
of Gogol is also a dead soul whom Dostoevsky transforms into a
representative (this time, male) of poor folk:

«The Cossack Sotnik / Lieutenant, an aged man, his mustache gray, his
countenance gloomy, sat at the table in the front room, propping his head with
both hands. He was about fifty, but deep despair in his face and sorme pale and
hagard tint about his face proved that his soul was killed and destroyed all at
once, in a moment, and all the merry and noisy life was now gone forever».

15 Here Dostoevsky seems to be trying to atone for his earlier attempt to re-

write Gogol's Horrible Vengeance in his own story The Landlady where Gogol's
incestuous overtones were preserved and even augmented as they survived a
realistic prism.
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«CoTHMK, y>Ke IIpecTapenbii, C CEALIMM YCAMM U C BBIPAXKEHMEM MPaY-
HOW IPYCTU, CUAEN TIEPEA CTONOM B CBETAUIIE, TIOATIEPIIM O6EMMU PyKa-
MU rONOBYy. EMy 6bIAO OKOAO TISITUAECSITU AET; HO TAYOOKOE YHbIHME Ha
NUITE Y KAKOU-1mOo O1edHO-MOuULl YGem noKasvléanu, umo oyuia e2o oulaa
y6uma u paspywera 60pye, 6 00HY MUHYMY, U BCsI TIPEXKHSIST BECEAOCTH 1
yMHast )XU3Hb Mcye3na HaBekmy (2, 171).

As a lamenting speaker, this killed soul sounds exactly like Dos-
toevsky’s «poor usurer». It is this father, not her lover, who wishes
his daughter could live for at least another moment:

«If only you had lived a moment, one tiny minute longer, the Cossack said
sadly, I would have learned it all, I know. “Daddy, you said, don’t let anyone
read the Psalter for me, but send someone now to the seminary in Kiev and
bring over the seminarian Khoma Brut. Let him pray for three nights for my
sinful soul. He knows [what it means]”. But whatever he knows, I could no
longer hear. That is all she could say, my sweet little dove—and then she died».

« — Ecnu 661 monvko MUuHymoukou 0onee nhpoKuna mul, — rPycTHO
cKaszan COTHUK, — TO, BEPHO 6bl, 5T y3Han Bce. “Huxomy He paBant ynrath
10 MHe, HO TIOIIAM, TATY, ceit ke 4ac B KrueBckyro ceMyHapuio u1 puBe3sn
6ypcaka Xomy bpyTa. [TycTb Tpy HOYM MOAMTCSI 11O TPENTHOM AYIIIE MOE.
On 3Haer...”. A 4TO Takoe 3HaeT, 51 y>ke He ycabiman. OHa, 2onyboHbKa,
TOABKO M MOTAA CKa3aThb, M ymepaay (2, 172).

If one reads Krotkaia first, or is more familiar with Dostoevsky’s
poetics than with Gogol’s, the first sentence in this quote from Vij
seems to echo the lamentation of Dostoevsky’s hero, not the other
way around. Chapter Four, the most tragic one in Krotkaia, is titled
«Just Five Minutes Late!» / « Bcero Tonbko msiTh MMHYT OMO3AaA!».
It is this, fourth, chapter of Krotkaia that contains the description
of the heroine in the coffin and the lamentations quoted earlier, as
well as the hero’s dream of never letting the heroine be taken away:

«A strange thought [has just occured to me]: what if it were possible
not to bury her? See, if they take her away, then... O, no, taking her away
is nearly impossible!»

«CrpaHHast MbICAb: ecAM ObI MOXKHO ObIN0O He XOpOoHUTH? [loToMy uTO
€CAM €€ YHECYT, TO... O HET, YHECTU MTOYTU HeBO3MOXKHO!» (24, 35).

By taking the heroine’s father in Gogol's Vij and transferring
his intonations onto the discourse of Krotkaia’'s lamenting husband,
Dostoevsky seems to purge these intonations themselves of any in-
cestuous connotations.'® All his transformations of Gogol’s poetics

16 See earlier reference to the genesis of Dostoevsky’s Landlady.
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in Krotkaia seem to have one aim — to polemicize with Gogol’s
rather gloomy and grotesque vision of love.

Typically for his polyphony, Dostoevsky turns his characters
into independent witnesses of his heroine’s humanity, complete
with the predicament of human suffering and its natural — not su-
pernatural — symptoms. The drop of blood, so horribly unnatural
in Vij, now figures as evidence of the heroine’s suffering, immense
but human and in no way ghastly. As required by the Mosaic Law
and Dostoevsky’s polyphony, the testimony is corroborated by
two independent witnesses, at first unknown to each other — the
meshchanin who saw her dying, and her own husband. Where there
are two witnesses, we cannot dismiss the fantastic imagery as deli-
rious, the way we could rationalize Khoma Brut’s ghastly visions of
the Pannochka in the coffin. In Krotkaia, the meshchanin recount-
ing the lumpful of blood precludes any notion that our narrator is
raving mad. Dostoevsky thus further multiplies the prisms of wit-
nesses by making our narrating hero learn about his own reaction
from other witnesses: they were the ones telling him about his ini-
tial reaction:

«All T remember is that burgher [memanun]: he kept yelling to me, “it
was about a lumpful of blood that came out of her mouth, about a lumpful,
a lump” ... and he kept yelling, “a lump, a lump!”. “What's it, a lumpful?”
they say,Ibellowed as hard as I could, and then raised my arms and
attacked him...»

«IToMHIO TOABKO TOTrO MeljaHMHA: OH BCE KpU4yan MHe, YTO “Cc 20pcmKy
kboeu uszo pma evuuno, ¢ eopcmky, ¢ zopcmry” <..> a OH MHe BCE:
“c eopcmrky, ¢ eopcmky!* — Ma 4yto Takoe “c zopcmry“? — 3aBomma s,
2060psM, 30 BCEVI CUADL, TOAHSIA YK M 6pocuacs Ha Hero...» (24, 33—34).

The word «lump» is repeated six times, by the two speakers, as
reported by the eye witnesses to their conflict. As the prisms multi-
ply so do the witnesses corroborating the evidence. Usually, in Ro-
mantic literature, including Gogol, this device is used to make the
fantastic plausible. Dostoevsky, however, uses the same device to re-
store the truth of the natural—as long as it deals with the inimitable
human soul, the suffering human person, and a woman to boot.

Thus there emerges a pattern to Dostoevsky’s transformation
of Gogolian motifs and intonations in Krotkaia. The Roman-Po-
lanski-like bloody tear of a dead (female) soul becomes a lump of
blood coughed up as the poor woman dies — but her soul survives;
the heroine’s nose and the arrows of her eyelashes now become
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innocuously sweet, little, and «cute». Most importantly, instead of
dreading her subjectivity as Gogol’s hero does, Dostoevsky’s hero
is longing for the heroine to be able to open her eyes, and look, and
see, and talk to him, even talk back at him. By echoing the father’s
intonations in Gogol, Dostoevsky purifies and exonerates love as
compassion itself. Instead of picking up on Gogol’s incest motif, he
is now purging love itself of any element of lust. By lamenting his
dead wife the way the father in Gogol laments his daughter, Dos-
toevsky’s hero transcends his own self-centeredness and thus re-
awakens as a human being. This reawakening becomes possible be-
cause he wants his wife back alive, as a real subject, not as an object
of his own desire or even admiration. Gogol’s imagery of woman as
a witch and a zombie, rather than a poor soul, frightens himself and
his readers. Dostoevsky transforms this imagery into one of perfect
love — that which drives out fear."”

7 Cf.John 1, 4:18.



I'esza III. Xopsam

GAHTACTUYECKMI AUCKYPC
YV AOCTOEBCKOI'O
Buyrpennee caoBo repost
n mpobaema nmucema B «Kporkown»

Paccka3 — BHYTPEHHMII MOHOAOT — AMCKYPC?

He nopnesxur comuennto, uro ®. M. \ocTOEBCKMIA POM3BEA
MOAAMHHYIO PEBOAIOIINIO B 0OAACTY TOBECTBOBATENBHOM CTPYKTY-
pbl artmdeckoro npousseaenmnst. [Tonck AocToeBCckMM HAPpPATUBHOM
¢ opMbI 1 c1TOCOOOB NTOBECTBOBAHUSI TECHENIITUM 0OPAa30M CBSI3bIBA-
€TCsI C TIOMCKOM HOBOTO OHTOAOTMYECKOTr0 0O0CHOBAHMSI AMMHOCTH.
K 4ncay HoOBaTOPCKUX MTPOM3BEAEHUIT TTUCATENS] CAEAYET OTHECTU
1 yHUKanbHbIM pacckasd — «Kportkas». [TloBecTBOBaTEAbHYIO KOH-
ctpykimio « KpoTkorn» 060CHOBaHHO MOTr'AM Obl HA3LIBATD ITAPAAOK-
canpHOM.' B ocHOBe pacckasa NeXXUT BHYTPEHHUIT MOHOAOT Teposl,
ob6parieHHbIT kK camomy cebe («BoT oH 1 roBoput cam ¢ co6oit...»,
24, 5).” B pedyabTare 3TOro HAPPATUBHOCTD, TAK Ha3bIBaeMast MO-
CNeAOBATEABHOCTD COOBITUI M CUHTAKCUC PeYM YaCTO HAPYIIaeTcs,

! «®Popma nosectn, — mcaa K. H. Movyabckuit, — AeCTBUTEABHO HebObIBa-

nast B AMTEpaType: 3TO MEPBBI OMBIT TOYHOWM 3anUCK BHYTpeHHelt peun (monolo-
gue intérieur). 3a muHoro aet po IIpycra, [\>kovica, CMMBOAMCTOB M 3KCIIPECCUO-
HMCTOB \OCTOEBCKMI pa3byBaeT YCAOBHOCTb NOIMYECKOW AUTEPATYPHONM pedn
U TIBITAETCSI BOCIIPOU3BECTYU TIOTOK MBICAEN U OOPA30B B UX HEMOCPEACTBEHHOM
accouyuaTMBHOM ABVOKeHMM. B 70-e rr. Takoe TeXHUYECKOE HOBATOPCTBO OBIAO
aAepsHoBennemy. Mouyavckutl K. B. JKusub u TBopyectBo Aocroesckoro // To-
roap, Conosres, \ocroesckuit. M., 1995. C. 496.

2 MNocmoesckutt @. M. IToaH. cobp. cou.: B 30 1. /\., 1972—1990. 3pech u panee
CCBIAKM B TEKCTE C yKazaHueM Toma u crpanny. Kypcus B purarax Be3ae Moit, Kpo-
Me OroBOpeHHbIX cayvaeB. — I IT1. X.

© T.II. Xopsar, 2011
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a mpM3HaKky BHyTpeHHeV peun yeunnsatoTcst. [lapapoxe popmsi 3a-
KNAKOYAeTCsl B TOM, YTO B aKTe BHYTPEHHEN pedn B [IPUHIJMITe HUKA-
KOT'0 pacckas3bplBaHusl ObITh He MOKeT. [loaTOMY B KyAbTYpHOM U AK-
TepaTypHOM TPAAUIIMK PACCKA3, T.e. IP03a, OOBIYHO CBSI3bIBAETCSI
C BHEIIHEeN, COIIManbHOM Pevyblo, a M033Usl PACCMATPUBAETCST KAK
BHYTPEeHHSIsI, Cyrybo AMYHOCTHAsI pevb. TyT cpa3y oOHapy>kuBaeT-
Csl HOBAaTOPCTBO /A\OCTOEBCKOr'0: B €ro MO3TUYeCKOM MUPE ITPOIjecc
aBTOKOMMYHUKAIIUY MMEET CrieludPryecKyio MOBECTBOBATENbHYIO
dyuxuuio.’ [lapaanenbHo 3TOMy MMHMMM3AIMST AMUYECKON AUC-
TAHIMM MeXAY pacCKas3blBAHMEM U PACCKa3bIBAEMOV MCTOPUEN
crioco6CcTByeT CyObeKTUBU3AMM HappaTUBHOVM (Gopmbl. AHano-
IMYHO U B AAHHOM CAy4Yae: Mbl UMeeM AeAO0 He ITPOCTO C MOHOAOTOM,
HO C aKTOM peuH, C «Ipoijeccom pacckasa». Ha aTo ykasbiBaer cam
Nocrtoesckui B mpeancrosun « Ot aBTopay:

«Koneuno, npoyecc pacckaza MPOAOAKAETCSI HECKONLKO 4YacOoB,
C YPbIBKAaMU U riepeMeskkamMu 1 B popme cOMBUMBON...» (24, 6).

CornacHo TepmuHonoruu . beHBeHucTa, TakoM TUIT PEYEBOrO
aKkTa MOXeT ObITh Ha3BaH eAMHOBPEMEHHBIM AMCKYpcoM (instance de
discours)." Ecan npusHaTh COOBITUIMHBIN, CO3UAAIOIINIA, a He OIica-
TeAbHBIN, OOBSICHSIIONMNI XapakTep akTa pe4u, TO HYKHO 3aAaBaTh
" APYT'O¥ BOITPOC, KACAIOIMUIACS CYObeKTa 3TOr0 AUCKYpCa: 4TO MPo-
MCXOAUT C TOBOPSIIMM B Ipoljecce AMCKypcuBHOro akra? ChoBamu
BenBeHncra, «B TOM akTe peun, rae s 0603HA4YaeT TOBOPSIIEro, MO-
CAeAHMI 1 BoIpaskaet cebst B kadyecTBe “cyonberTa”».’ BolpaskeHHOCTD
cybbeKTHOCTY MHTepecyeT /\OCTOEBCKOIro C TOYKM 3PEHUs] BO3ZHUK-
HOBEHMsI HOBBIX MbICAeN B chepe aBTOKOMMYHUKATUBHOTO aKTa:

«VMctnHA OTKpBIBAETCSI HECYACTHOMY AOBOABHO SICHO M OIIPEAEAU-
TEeABHO, 110 KpaiHe Mepe AAs Hero camoro» (24, 5).

5 HeprAHO 3aMeTUTDb, YTO MOHOAOT 3aKAdAYIMKaA TTepeA MepTBOI;I SKEHOW MOKET

CAYKMUTb 00pasljoM AAsl aBTOKOMMYHMKATMBHOro MoHoaora Beankoro MukBm-
3UTOPA IEPeA ero MoAYaIMM NMAeHHMKOM: « TyT Aeno B TOM TOABKO, YTO CTAPUKY
HaAO0 BBICKA3ATbCSI, YTO HAKOHEL] 34 BCE AEBSIHOCTO A€T OH BBICKA3bIBAETCS M TOBO-
PUT BCAYX TO, O 4€M BCe AEBSIHOCTO AeT moadany (14, 228). OaHa 13 raaBHBIX OI1-
MO3ULMI MOTMBUYECKOTO NIAAHA [TOBECTH, C1H020CHb VS. KDOMOCHb, TIPOSIBASIIOTCSI
M B TEKCTe POMaHa: CTApMUK CHMpPo2o CMOTPUT HA CBOETO NAEHHMKA, TOTAA KaK OH,
T.€e. IN€HHMK, CMOTPUT Ha Hero Kpomko. B panpHermeM onmno3uimst mepeHoCuTCs
Ha CyO'beKTa PACCKA3BIBAHMSL: ... 5, MOKET ObITD, ce0s1 XoTeA Obl MCIJeAUTDb TOOOI0, —
yABIOHYACSI BAPYT VIBaH, COBCeM KaK ManeHbKUI, Kpomkui Manbanky (14, 215).

4 Bengerucm 3. O cybbektuBHOCTH B si3pike // O6mast amHreuctuka. M.,
1974. C. 292—300.

5> Tam xe.C. 296.

134



Danmacmuyeckuti duckybc y J\ocmoesckozo

Taxum obpasom, pacckasblBaHMe 3aKNAAUMKA — KAK €ro OT-
KPBITBIN, AMCKYPCUBHBIN MMOCTYIIOK — CA€AYEeT CUYUTATh MOCAEA-
HUM COOBITMEM CIOXKETa, & AMCKYPC ITPEATIoAaraeT U cOObITHE TTpe-
00pa30BaHMsI TOBOPSIIIETO «s» B CyObeKTa TOBeCTBOBAHMSI.

B panbHeriem caepyeT NMOAXOAUTD K 3TOM CTAHOBSIIIENCST
CyObEeKTHOCTY C TOYKM 3PEHUSI ee apXUTEKTOHUYECKOTO ITOCTPO-
eHnst. \OCTOEBCKMIT MUIIET B YepPHOBLIX Habpockax: «Kaxk Ot
MOACAYIIMBAN XOAsTdero n 6opmouyiero» (24, 319. Kypcus No-
croeBckoro). Ecan ycTHBINT MOHOMOT pacckazdmka obparieH K ca-
MoMy cebe, TO MMCbMEHHBIN TEKCT aBTOPA OPMEHTUPYETCS Ha Y-
tatenst. CpaBHMBAS SI3BIK TONOCA-ABTOPA U SI3bIK PACCKA34YMKa-
3aknapumka, /\. ber6u npuxoAuUT K TAKOMY BBIBOAY, YTO MEKAY
20710cOM bacckaszuuka 1 2070coM agmopa B IpeANCAOBUM OOHa-
PY>XMBaeTCsI CKPbITOe CXOACTBO. ['onoc «rmmcarensy» chepyet cum-
TaTb TAKUM K€ ABYTOAOCBIM M TPOTUBOPEYNBBIM, T. €. YCAOBHbBIM,
KaK M TOAOC 3aKNaAUYMKA-paccKaszunka. 3 pe3dyabTaTe MOSKHO BbI-
BECTH, YTO «/\OCTOEBCKMI UCIIOAB3YET TOT TUIl PEYM, KOTOPLIN
MBI HAXOAMM B TEKCTE CaMOTO ITpou3BeaeHus <...> u J\ocToeB-
CKUV M PACCKA34YMK VCIIONAB3YIOT SI3bIK KAK CPEACTBO M MCTOY-
HUK OTKPBITUI. \OCTOEBCKUI CO3AA€T CBOV pACCKas M BBEAEHME
U3 3TOTO SI3bIKA, M PACCKA3ZYUK-POCTOBIIMK OTKPBIBAET ITPABAY
yepe3 Hero».’ Takum o6pazom, mouckam paccKkazuynKoM TPaBADI
COOTBETCTBYIOT MOUCKM /\OCTOEBCKUM aAeKBEeTHOM (POPMBI ANST
CBOETO ITPOU3BEAEHUSI.

J\anee HapO ydecThb, UTO BCSI TIOBECTBOBATENbHASI KOHCTPYK-
1IMs pacckasa 3MKAeTcs Ha MeTadope «3armcaBiiero BCé CTeHOo-
rpada». [Tapapokc van paHTacTMKa 3aKAI0YAETCSI OTYACTU B TOM,
YTO «3TO He paccKkas M He 3arvCKu», T.€. MUCbMeHHbIe 3HAKMU
YCAOBHO POXXAAIOTCSI TIPSIMO U HEMOCPEACTBEHHO M3 BHYTPEHHEN
pevy pacckaszvyuka rnyTem 3akperaeHus ero cros asropom. O6pa-
1jeHre BHYTPEHHENM pedYu paccKazuymka/3aknapumKa B [MMCbMeH-
HBIJI TEKCT aBTOpa, HAa Halll B3rASIA, CAEAYET CUUTATL nepeHocom
cmouicna. CoranacHo aToMy memagopuieckomy NIPUHLMITY OPTaHy-
3yeTCsl BCSI TOBECTBOBATENbHAS CMCTEMA MOHOAOTA.

Mcxopst 3 anaamsa pacckasa, Mbl MTOTBITAEMCST [TPUOAUBUTD-
Csl K «(aHTaCTUIeCKOMY AVICKYypCy» mncartens. IJenb HacTosien
CTaTbU MPOAONKUTH AaHAAU3 B ABYX HAIPABAEHUSIX: BO-TIEPBBIX,

6 Beebu /1. BBepenne B «Kporkyio»: nmucarean/unrarenn/obwvexr // Studia
Russica. Budapest, 1987. T. 11. C. 257—267.
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rmokasaTh TeCHYIO CBs3b «daHTacTudeckon (opMb» pacckasa
C TTIO3TUYECKOV CEMaHTUKOM XyAOKeCTBEHHOI'O MMpa Ipou3BeAe-
HMST; BO-BTOPBIX, PACCMaTPUBATD ITPOL}eCC CO3AaHMSI TTMCbMEHHDBIX
3HAaKOB M3 CMMBOAOB-EAVMHUL] BHYTPEHHETO CAOBaA reposl.

ITormbITKM OBHYTpPEeHMA BpeMeHn: PaHTACTUKA «MUTa»

HPE)KAE yeMm HpMCTyHV[Tb K aHaJ\VI3y HOBeCTBOBaTe]\bHOI;I
GOpMBI, HY>)KHO 33aAaTbh BOIIPOC: YTO 3HAYUT «PaHTACTUIECKOE»
B YCAOBHOM MMpe MpousBepaeHMs1? Beab OHO HMKAK He CBSI3aHO
HM C POMaHTUYECKUM BOOOPakeHeM, HU € JKaHPOM (daHTacTuye-
CKOW AuTepaTtypbl. A\eno B TOM, 4TO «(DaHTa3us» repeBoItAoia-
€TCsl B MOTMB TEKCTa B CAMOM MapKMPOBAHHOM MeCTe CIoXKeTa —
MpU CaMOyOUIICTBE SKEHDI, M 3HAMEHYET OTYASIHHDBIN MTOCTYIIOK Te-
pounn: « BueszanmHocTp u dpantasus!» (24, 34). MoskHO cka3arn,
4TO «paHTACTUUECKOE» TIPEACTABASIET COOO CUTHAA, CBSI3bIBAIO-
MUV aKT PACCKAa3bIBAHMS C CFOSKETHBIM IMOCTYIMKOM («OHA 6pocu-
nacp mu3 okomkay). MHave roBops, ¢panmacmuieckuil bacckas
YXOAUT KOPHSIMU B (PAHMACIMUYECKUT NOCMYNoK. B To 5ke BpeMsI
MOCTYTOK OKa3bIBAETCST «(HaTACTUIECKUM» UMEHHO MOTOMY, YTO
OH JsIBASIETCSI MT'HOBEHHDBIM M TEM CAMbIM HeyJ\OBI/IMbIM ANST CY6’I)-
exTa AeMCTBUSI:

«HeT, BCE 3TO — MI'HOBE€HME, OAHO AMIIDb 6€3OT‘IGTHO€ MI'HOBeHMe
<...> Bcé mruosenmne IIPOAONKANOCDH, MOXKET 6I)ITI), BCero TONbKO KaKMX-
HUOADL AecsiTh MUHYT <...> [Ipuan s 32 09Tb MMHYT — ¥ MIHOBEHME TTPO-
HeCAOCh ObI MMMO... <...> ITyCTb ObI OHA OTKPbIAA XOTb pa3 raazal Ha oano
MI'HOBEHME, TOABKO Ha oaHO!» (24, 34, 35).

Ecau B croskere pasBepTbiBaeTCsl MpUHLMITAABHASI HEYAOBU-
MocTh Muea (KOrpa COOBLITME COBEpIIAETCs), TO HACHMOAUULL
MUz — 3AeCh U Terepb — NOKAAUBYETCs M GUKCUPYETCST B pE4€BOM
akte. CaroBamu J. bensenucra: «Ha avHMM BpeMeHU OpUMEHTUD
HaCTOSIIEr0 BPEMEHM MOXKET HAXOAUTLCSI TOABKO BHYTPU akTa
peun».” VITak, kaTeropust BpeMeHM MposiBAsieTCsT B opMe pasBep-
TBLIBAHMSI MOHOAOTA — 3TO QUCKYDCUBHOE 8DeMmsl, OXBATbIBAOL]EE
BPEMEHHOV y4aCTOK MEXAY ABYMSI COCTOSTHUSIMU CYObEKTA Pedn:
0o 1 nocne. BpeMmeHHbIe ITpeAenAbl MOHOAOTA PE3KO MaPKUPOBAHBDIL:
MOHOAOT IPEPBIBAETCSI B ABA Yaca HOYM M HAYMHAETCS Ha IIEeCTh
4acoB paHblie: «BoT yyke mecTb 4acoB, KaK sl XO4y YSICHUTH U BCE

" DBenserucm J. O cybpexkTnBHOCTH B s13bIKe. C. 296.
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He cobepy B TO4YKy Mmbicnhen» (24, 6). Mrak, ¢panracTuka mura
MepeHOCUTCST Ha AMCKYPCUBHDBIN aKT — MOHOAOT ITPEACTAaeT KakK
npespaimjeHue QgaHracTmdeckoro B deticrmaumenvHocms. OAHO-
BPEMEHHO AYCKYPC BLICTYIIAeT Kak pa3rajblBaHue 1 oT4acTu Oec-
CO3HATeAbHOE OCMbICAEHVE TANMHDbI MUTA.

Aeno B ToM, 4yTO O0pbHa CO BpeMeHeM, HECITOCOOHOCTh MTPU-
CYyTCTBOBAaTh B HACTOSIIEM BpEMeHU >KU3HU TeMaTU3UPYETCsI
1 B CIO>KETHBIX MoBOpoTax rmponsseaennst. T. KuHocura npas: 3a-
KAAAUYMK AUIIEH «MECTOHAXOXAEHMS B HACTOSIIIIEM BPEMEHU U BCE
BpeMsl pePAeKTUBHO MeYeTCsl BO BpEMEHM: OT OITbITa MTPOLIAOTO
K 6yaynemy, 6e3 orbiTa HacTosijero Bpemenn».* Harmpumep:

«... S KAKAYIO MUHYTY TIPUTOTOBASIACS TIPO cebst K 6yaymemy» (24, 23);
«...sI pEMINN OMIOKUMb Haule 6yayu;ee KaK MO>XHO Ha AOAT'O€ BpeMsl, a OCTa-
BUTB 1TOKa Bcé B HacTosimeM Buae» (Tam xe. — Kypcus \ocroesckoro).

MoHOMOT-AMCKYPC, Pa3BePTHIBAIONMICS B HACTOSIIEM, AAET
BO3MOYXHOCTb CYOBEKTY paCCKa3bIBAHMUSI YCBOUTL HACTOSIIEE
BpEMsI I TEM CAMBIM CBO€ TIPUCYTCTBME B ObITUM. VITaK, AMCKYP-
CMBHAsI COOBITUIHOCTD, T.€. COOBITUITHOCTD aKTa pPe4u, Mo3THYe-
CKM MOTUBMPYETCST CO CTOPOHBI M300pa’kaeMoro Mmpa.

ITpoponskast aHanns MOHOAOTA, MbI O6paIaeMcst K MOAEAU aB-
TokoMMyHuKanuu, pazpadboranHorn .M. Normanom. AotmaH
3aMedvaeT, 4TO «B cucteme “II—S57 mHDOpMams mepememnaercs
60 ébemeHU», a «TekCT B KaHanre “SI—S1" umeeT TeHAeHUIMIO 00-
pactaTh MHAMBUAYAABHBIMY 3HAYEHUSIMM U TMOAyYaeT (QYHKIIUIO
opranmsaropa GeCITopsIAOYHBIX aCCOIMAIINIA, HAKATIAMBAOIIXCST
B CO3HAHMM AMYHOCTM».’ /\OTMaH MPUIMCBLIBAET OIMPEAEASIONYIO
POAb PUTMUYECKOMY PSIAY TaKk Ha3bIBAEMBIX BHEIIHUX TOAYKOB,
CABUTAIONMX KOHTEKCTHYIO cuTyarmio. MepHble puUTMbI, MEPHBIE
3BYKM, HaIIPUMep, €3Abl, BTOPraloTCsI BO BHYTPEHHIOIO peYb 4e-
NOBEKA M CTAHOBSITCSI PUTMUYECKUM (HPOHOM, 0OYCAOBAUBAIONINM
0CBOBOKAEHVE MBICAK. \€AO B TOM, YTO C ITOMOIIHIO PUTMA YEAO-
BEK OTKAIOYAETCSI OT KOHTAKTOB C OKPY>KEHMEM ¥ MOTPYKAETCS
B COOCTBEHHBI (BHYTPEeHHMIT) MUP. ' PUTM BO3BOAUTCST AO YPOB-
HsI 3HAYEHMsI, 3HAYEHVSI CKAAABIBAIOTCSI B PUTMBI, TimieT /\oTMaH.

8 Kunocuma T. Aurporionorust u noaruka @. M. Nocroesckoro. CII6., 2005.
C. 50.

9 Nlomman FO. M. z6paunsie crateu: B 3 1. Tanaun, 1992. T. 1. C. 76—809.

10 Cm., nanpumep: Papuro E. Amanocts v putm // BBepeHMe B anTepaTypoBe-
aenne. CII6., 2004. C. 433—440.
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Takum BHENIHMM CMBICAOOOPA3YIOMIMM PUTMUYECKUM CPEA-
CTBOM CAYKUT X00 FOBOPSIIErO CyObeKTa:

«51 BCE x0Ky M1 xouy cebe ySICHUTD 3TO. <...> \en0 B TOM, UYTO sI BCE
XOXKY, XOXKY, XOKY...» (24, 6),

M B KOHIle MOHOAOTA:
«S51 XOKy, s BCE x0xKy» (24, 34).

Kpome Toro, BHENTHMIT pUTM BONAOIAETCS VI B CHIYKAX MAA-
HUKA. DTU CTYKU SIBHBIM 06Pa30M CBSI3BIBAIOTCSI C pEYEBLIM aKTOM:

«BoH MasiTHMK CTYy4YUT, €My Aena HeT, eMy HM4Yero He sxxanp <...> Cry-
YUT MasITHUK 6eCYyBCTBEHHO, MPOTUBHO. /\Ba 4yaca Houn» (24, 34—35).

Purmuyecknit cTyk ¢ pasBuTHeM Ipoijecca peuu MHTePUOPU-
3yeTcsl, CTAHOBUTCSI BHYTPEHHUM pUTMOM cyObekTa peun: « He 3a-
cHyA. \a M TAe K, CrYy4uUm Kakom-To nynsc é zonogey (24,12). Co-
BepIIEHHO OYEBUAHO, YTO «CTYYaIUIT TyAbC» OKA3bIBAETCSI CEMaH-
TUYECKUM IKBUBANEHTOM «3aurpasiiern >skxunkmy. CemaHTHU3anvst
CTyKa 3aBeplIiaeTcs TepeBOoNNONjeHeM PUTMA B CAOBO:

«..AAsl 9ero oHa ymepaa? Bce-Takyu BOMPOC ctouT. Bonpoc cmyuum,
y MeHsI B MO3Ty cTyuuty (24, 33).

Hapo cxkasatp, 4TO MOTUB ctiyKka M B ADYTUX ITPOU3BEAEHUSIX
J\OCTOEBCKOro CBSI3bIBAETCSI C BOBHUKHOBEHMEM HOBOW MBICAN. !
He uckaroueHo, 4To B AdHHOM MOTUBE CAEAVET BUAETD TeMaTU-
3a1MI0 BHYTPeHHelr GOPMbI CA0BA «KPOTOCTL». CoraacHo rpea-
IMONOKEHUIO HEKOTOPBIX ITUMONOIOB, «KPOTUTDL», «KPOIIY»,
«yKpomjaTb» BOCXOAUT K 3HA4YEHUIO Kdcmbpuposamv, KOTOpoe
IMO3BOASINO ObI TOBOPUTH O POACTBE € I'pey. Krotlw — cmyuy, 6vi0,
Ky1o. "

Tecnas cBa3p KpoTkom co BpeMeHeM HUKAK He SIBASIETCS
HEO>KUAAHHOV, ECAU YYECTb, YTO HACTOSIIee BPEMSI MAPKUPYETCsI
MPUCYTCTBUEM Hiesid XEHDI BO BPEMSI MOHOMOTA.

«... BoT moka oHa 3pech — enje BCE XOPOIIO: MOAXOXKY M CMOTPIO 1O-
muHymHo <...> OHa Terepsb B 3ane Ha cTore...» (24, 6).

1 Cm., nHanpumep, B «/\BoitHnke»: «Kakas-To panexasi, AaBHO y>X 3abbrTast

MUA€sl, — BOCIIOMUHAHME O KAKOM-TO AABHO CAYYMUBIIEMCSI OOCTOSITENbCTBE, — IPU-
IAa Terepb €My B FOAOBY, CTY4anad, CAOBHO MONOTOYKOM, B €10 TONOBE, AOCAXKAANA
€My, He OTBSI3bIBAAACH TTPOYb OT Heroy (1,142).

12 OpHaKOo 3Ta ATUMONOTMSI CAOBA «KPOTUTB» He TIOATBepkAaeTcss Pacmepom.
Cm.: Pacmep M. Itumonrorudecknit crosapb pycckoro sisbika: B 4 . CII6., 1996.
T.2.C. 383.
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Torpa xaxk yBo3 Tena I'pO3UT YHUUYTOKEHMEM TOBOPSIIIEMY
cyObeKTy:
«Her, cepne3Ho, KOraa ee 3aBTpa yHeCYT, umo x s 6yoy?» (24, 35).

CemaHTHYeCKasl CBSI3b [TOATBEP)KAAETCSI U B MOTMBHOM IAaHE
mpy noMoImy MGPLI 6: MOHOAOT TIPOAOASKAETCS YKe Ulectnsb J4a-
COB, a eVt wecmHadyams reT; 06pas boropoaniibl «pybaent wecmo
CTOUTY»; OHA ITPOAEsKANA UleCHb HEAeAb DONE3HIU; M HAKOHEL], B Ule-
cmom naparpade MepBON I'NaBbl TPOUCXOAUT AYIAb MEXAY HeV
u 3aknrapumkom (CrpaiHoe BocrioMHaHme ).

Muzy Ha ypOBHe CIOKeTa COOTBETCTBYET BbIpA’KeHMEe — «Ka-
neabka BpemeHm». OHO Taxkke cBsi3biBaercs ¢ Kporkon:

«HaxoHery, cTana mpocuTh TETOK, YTO6 TONLKO CAMYIO KANenbKy 8he-
MeHU Aany TIOAYMaTh. Aanu et aTy kanenvky...» (24, 10—11);

«... a en, Ayman s1, Heo6XoAMMO “AaTh Bpemst "» (24, 25);

«Her, Her, emje O6bl TOABKO HEMHO20 8heMeHU, TOABKO Obl Kanenvky
MOAOKAAAA U — U 51 pa3Besin Ob1 Mpak!» (24, 29).

Vcxopst 3 atoro, KpoTkyro 060CHOBaHHO MOSKHO CYMTATD Me-
TadOpUYECKUM BOIAOIIEHMEM HACTOSIIEro Mura. Jta CyTh 0CO-
3HAETCS 3aKNAAYMKOM B MTOCAEAHUX CTPOKAX paccKkasa, Koraa OH
BbICKA3bIBaeT MeTadopy:

«Kaxast ona ToHeHbKast B rpo6y <...> PecHuupl aesxxat cmpenkamu»
(24, 35).

CTpenku, c OAHOV CTOPOHBI, YKAa3bIBAIOT Ha 4aChl ( MAsSITHUK ) —
y 9acoB O6b1BatoT crnpenku. C Apyrovt CTOpOHBI, CyIeCTBYET U APY-
rasi, CMMBOAMYECKASI CBSI3b MEXAY CTPEAKOV U BpeMeHeM. B mu-
dornoaTryecKon TpaAuMK Cripend CUMBOAMBUPYET 7YY COAHIIA
M — Kak 4acTb, TPEACTABASIIONAS [JeA0e, — CYUTANACh CUMBOAOM
namepenns Bpemenn. Connire, kotropoe cBetut B bynoun («Tam
COAHIle, TaM HOBOE Hale coaHile..» — 24, 30) — y>xe MepTBOe,
a ayd/cTpenka IpeABelaeT MpUOOpeTeHNne AVIIN, OXKUBAEHUSI
1 BocKkpeceHMs. JVITak, B cmpenkax cnepyeT BUAETbL MeTadopy
BpeMeHN. "

5 Us APYTUX TeKCTax AOCTOGBCKO[‘O cm]‘)ena BbIpa’kaeT MUT TTePEeXMBAHMSI.

Harmpumep, B «benbix Houax»: «OHa Kpernko cxxara MHe 00e PYKM, KMBHYAA TO-
NOBOM U MenvkHYA, Kak cmbenka, B cBoyt nepeynrox» (2, 127). Crpenxa B «bpa-
Thsix Kapama3oBbIx» BeICTyIIAeT B Ka4ecTBe MeTa)OPMIeCKOro BbIPaXKeHMSI MIHO-
BeHHOro rnpospennst Anenm: «CTpaHHOe 3TO 3aMeuyaHbuile NPOMeNbKHYTO, KaK
cmpesnka, B e4anbHOM yMe Aneln, MeYanbHOM M CKOPOHOM B 3Ty MUHYTY <...>
YTO-TO HAPACTanO B HEM HOBOE, Ha YTO OH He Mor Obl AaTb oTBeTay (14, 241).
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danTacTra «<MHUra» B CBETE€ AUTEPATYPHOTO AUCKYPCA —
®daycT Kak MPOTOTHUI 3aKAAAIUKA

OTyasiHHOE CTpeMAeHMe 3aKknapumMka yoepkamv, nbooaumo
M2HOBeHbe 1 CHOBA nepe)f{umb Mu2 BbI3bIBAET B ramsitu chnosa Pa-
yCTa 13 [epBoyi YaCTU TpareAnn:

«EaBa s1 MUT OTAEABHBIVI BO3BEANYY,

Bcekpuuas: “Mruosenne, mospemenn!” —

Bce konueHo, 1 st TBOST AOOBIUA,

M mMHe cniacenbst HeT n3 3anaaum» (Yacrte I, akr ).

Ha »T0 BbICcKa3bIBaHMe, CBUAETENBCTBYIOIEE O HEYTONMMON KASKAE
SKM3HM M HeyCcTaHHOM ctpemMaeHnu Paycra, OTBeYaroT NpeACMepTHDIE
CNOBa repost U3 BTOPOM YaCTU TPareAni:

«W, aTO TOpP>KECTBO ITpEeABOCXMIASI,
SI BBICIIMYVT MUT ceydac repexxmusaroy. '

Ecau moaxoanTs K paHTaCTUYECKOMY AMCKYPCY AOCTOEBCKO-
ro ¢ TOYKM 3peEHUS HpO67\eMaTI/IKI/I Muea, Nah€KO He C]\y‘ia];[HbIM
MPEACTABASIETCSI [TOSIBAEHME M3BECTHOM 1IMTaThl 13 « Paycrar:

«5l — s1 ecMb 9acTh TOVM 4acTU 1]€A0TO, KOTOpasi XO4eT AenaTb 310,
a TBOpuUT A06po..» (24,9).

IluTara, ¢ OAHOV CTOPOHBI, SIBHO YKa3bIBAe€T HA POMaHTUYE-
CKYIO MAacKy 3aknapumka («3akpacuThb MOIO POABY; «ITOAKYITUTH
BoOOpaskeHMe TaMHCTBeHHbIMM dpaszamm» ). Ho, ¢ opyroi cropo-
HbI, COTAACHO MHTEPTEKCTYANbHOV MpakTuke \OCTOEBCKOro, 1~
TATy CAEAYET CUUTATH 4ACHIbIO, OTCHIAAIONIEN K 4e/l0MY, T. €. TOA-
Homy Tekcty « Daycra». \eao B TOM, 4TO OnIpeAeAeHHOE CXOACTBO

4 Teme V1. B. @aycr. Tpareaus / Tepesop B. Tacrepuaxa // Ilacmeprak B. 1.
Co6panue nepesopos: B 5 1. M., 2003. T. 3. C. 55. Cp. c opuUrnHanbHBLIM TEKCTOM:
«Werd’ ich zum Augenblicke sagen: / Verweile doch! du bist so schon! / Dann magst
du mich in Fesseln schlagen, / Dann will ich gern zugrunde gehn! / Dann mag die
Totenglocke schallen, / Dann bist du deines Dienstes frei, / Die Uhr mag stehn, der
Zeiger fallen, / Es sei die Zeit fiir mich vorbei!»: Goethe J. W. Werke. Hamburger
Ausgabe in 14. Banden. Dramatische Dichtungen 1. Deutscher Taschenbug Verlag,
1998. Bd 3. S. 57. B 6ubanorexe \ocroeBckoro coxpaumacst repesop «Paycray
Bponuenko (CII6., 1844); B To xe Bpemst B «bparbsix Kapamasoserx» /\ocToes-
CKUV UUTUPYET Tparepnio o repeBopy Crpyrosupmkosa. O6 atom cm.: Gem A. /L.
«Paycr» B tBOpuectBe Nocroesckoro // O Dostojevském. Sbornik stati a
materialt. Praha, 1972. C. 283—220.

15 Tam sxe.C. 380. Yacrs II, akm 5 (Bonvwoti déop neped dsopyom). B opn-
runane: «Im Vorgefiithl von solchem hohen Gliick / Genief3’ ich jetzt den héchsten
Augenblick». Goethe J. W. Werke. S. 348.
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PacKpbIBAETCST B 9K3UCTEHIIMANBHOM cUTyanmy 3aknapuanka u Da-
ycTa. DTO CXOACTBO Peann3yeTcsl «B IIOTOHe» He TOABLKO 3a «cya-
CTbeM», HO U 3a «BpeMeHeM».'° Beab 6€CIOKOVHDIN, CTPACTHDIN
®DaycT, pa3bICKMBAIONINIA TAMHBI OBITYSI M TTOAHOTHI SKU3HM, BEYHO
CTPEMUTCSI «K YCKOAb3atonemy 6aary».”” Mpouus ero cyab0bI 3a-
KAIOYAEeTCsl B TOM, YTO — COTAacHO AoroBopy ¢ Meducrodenem —
€ro cCMepThb HACTYyIAeT B MMHYTY MHUMOT'O UCIIOAHEHUSI BCEX ero
skenanmt. OH TepeXXmuBaeT c8oll NOCNeOHUL MU2 KaK «BbICIIee
cyacTbey», a Ha CAMOM AeNe 3TOT MUT OKa3bIBAETCS «ITYCTEeNIINM
MIHOBEHbeM» ero >ku3un." 3aknapumnk, mopobHo Paycry, Tepsiet
BCe HAAEXKABI B TOT MUT, KOTAA €My Ka>KeTCsl, YTO ero Me4Tbl CObI-
avce. Hanmpumep:

«O, BocTOpr, BocTOpr 3aanBan meHs! S skpan TOABKO 3aBTpantHero
AHs» (24, 29).

Bompoc o xyposkectBenHoM Bo3saericteun « Paycra» Ha TBOp-
4ecTBO [\OCTOEBCKOro, Kak WM3BECTHO, BIEpBbIe ObLIA IMOCTAB-
neH B ocHoBoronarawimmx crartbsix C. byarakosa,” a nmortom
A. Bema.” ITo muenuio bema, rnaBHbIM TeMaTU4Ye€CKUM MOTUBOM,
CAY>KAIIMM B Ka4eCTBEe BO30OYAUTEAS] XYAOKEeCTBEeHHOV GhaHTa3nUmn

16 «IToroust 3a cyactbeM» — Tak HasbiBaercsi Apama [1.J1. IOpkesuua, xo-

Topyto 3aknapunk u Kporkast BMecte nocmorpenn B Teatrpe. HebespiHTepecHO
OTMEeTUTH, 4TO uMsl repounn B nvece IOpkeBuya — Mapeapuma. O6pamenne
3aknapymka K «oboxxaemorn» nm Kporkon rtakske HarommnHaet crpemaenne Pay-
cra k npepcraBuTenstm Beunornt sxeHcrBeHHocTH (k Maprapure, Enene, N\epe,
IOHoHe): «5I enoBan ee HorM B yrioeHuu u B cyactbe. \a, B cuacrtbe, 6€3MepHOM
" 6eCKOHEYHOM...<...> “Aall MHe [JeNOBaTbh TBOE MAATbE... TAK BCIO JKU3Hb HA TeO0sI
monutsest...”» (24, 28) . a.

17 Tere M. B. ®aycr. C. 35.

18 «B 6opnbe co Bcem, HMueM HeHacuiTuM, / IIpecnepyst M3aMeHUUBBIE TEHMU,
/ Tlochepunit mur, mycreiiee MrHoBeHbe / XOTeA OH YAepKaTbh, IAEHUBIIUCD
um». Tam xe. C. 380. B opurnnane: «Ihn sattigt keine Lust, ihm gnugt kein Gliick,
/ So buhlt er fort nach wechselnden Gestalten; / Den letzten, schlechten, leeren
Augenblick...». Goethe J. W. Werke. S. 349.

19 Byneaxos C. UBan Kpamazos kak ¢punrocodckmnt turn // P.M. Nocroes-
ckuit 1881—100—1981. London, 1981. C. 102—108.

2 Bem A./\. «Payct» B TBOopuecTBe \ocToeBckoro. bem npupaer pemaromjee
3HaYeHye He cONVKeHNIO 3aMbIcnoB ['ere u \ocToeBckoro, a conocmasneHuio de-
maneil IPOU3BEAEHU, U ITyTeM BHUMATEABHOIO M3YYEHMsI TEKCTA CTAPAETCS AO-
Kas3aTb, YTO KOHIJEMJMsI MHOTMX POMAaHOB /\OCTOEBCKOI'O MBICAMAACH «C OTASIAKON
B cTopoHy retresckoro Paycray. MccnepoBarenn BrionHe yOeAUTENBHO CBSI3LIBAET
cyeny noxkapa B «becax» ¢ noxxkapom nanaandeckoro pommka Ounanmona n bas-
KVMABI M3 BTOPOM 9aCTY TPareAnn.
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J\OCTOEBCKOTO, MTPEACTABASIETCSI «BOCXOXAEHME K AOOPY depes3
3n0». bem numer:

«Ecan Meducrodens xouer denamsw 3710, a meopum 006po, To repont
Kpomrkoii, nHaobopor, xouem denamv 006po, a denaem 37n0. <..> Obe
(GOPMYABI OKA3BIBAKOTCS AAsI \OCTOEBCKOIO, MOCKOABKY OHU ITOCAYKUAU
ATUYECKUMU AOMUHAHTAMM B €r0 TBOPYECTBE, NOKHBIMU. BocxoxpeHme
K AOOpY Yepe3 310, PABHO KaK M AenaHue AoO6pa 0e3 ydyeTa SKMBOWM, YeN0-
Be4YeCKOJ AMYHOCTM BeAeT K rubeam».

Paszymeercs, aTuM 3aMedaTenbHBIM OOMUM HAOAIOAEHMEM OT-
HIOAb He MCYePIIbIBAeTCSI MHTEePTEKCTyaAbHAsI CBSI3b ABYX [IPOU3-
BepeHMI. Ternepb Mbl OCTAHOBMMCST HA HEKOTOPBLIX (PayCTOBCKUX
moTuBax « Kporxorn».

Kaxk y>xe ycTaHOBMAM, CTPEMAEHUIO 3aKAAAYMKA «OTPAAUTHCS
OT AIOAEVT CTEHOW» COOTBETCTBYET «OTTOPOSKEHHAST Kaccay, CUM-
BOAM3UPYIONIAs OAHOBPEMEHHO €ro MAean — NpruoOpecT OTTOPO-
SKEHHBIN y9aCTOK 3eMAY (CBO€ MMEHME ) M HAYATh HOBYIO KM3HD:

«... cOGpaTh 3TN TPUAIIATH THICSY PYOAEN M OKOHYUTDL JKU3Hb TAe-
Hn6yAb B Kpbimy, Ha YOskHOM Gepeey, B 2opax v BUHOrpapHUKax,” B CBO-
€M MMEHUM, KYTIAEHHOM Ha 3TU TPUALIATH THICSIY <...> ¢ Udeanom B Aylie,
C ATOOMMOM y CepAlla SKeHIJMHOM, ¢ ceMbelt, ecan bor nomnineT, 1 — nomo-
rast OKpecTHbIM roceastnamy (24, 16).

B 4-m akre BTOpO yactu mbl BuanM Paycra Ha BepiiMHe Kpy-
tort topul (Hochgebirg), Toraa kak B 5-M akTe OH OKa3bIBAeTCST
B «OOUIMPHOM, 3a20p00HOM Capy Ha Oepezy MMPOKOro M MPSIMOTO
kaHanaay. Ero mpean — BaactHo 00y3path Mope (CMMBOA SKMU3HM),
[ONOXUTH Nheden «TpaTe GECIIONE3HON CUABD U TOCTPOUTD 36 MHOM
part.” \nst MICTIONHEHMST CBOEN 11eAr OH nmpuobpeTaetr B COOCTBEH-
HOCTb Gepez MODs M IPUCTYIIAET K OCYIIeCTBAEHMIO CBOErO NAHA:

«M s pemmmmn

[Da faBt’ ich schnell im Geiste Plan auf Plan]:
MOCTPOUB raTh,

Banbl Hacbimas 1 TINOTUHDI,

106011 1J€HOIO Y ITYYMHDI

2t Tamxe.C. 193. Kypcus A.\. Bema.

22 He MCKNIOYEHO, YTO «BUHOTPAAHMKY YKA3bIBAET HA BUMHOIPAAHUK OUONEN-
ckoro Hasydest (3 Llap. ra. 21). Vicropwust o Bunorpapuuke Hasydest u B bubann,
n B «Paycre» CTAHOBUTCSI CMMBOAMYECKMM aPXETUIIOM I'PEIITHO MTPUOOPETEHHOTrO
6GoraTcBa ¥ rpelHoro yAOBAETBOPEHMSI BO3XKEAAHMSI.

% «Das Euch grimmig miBgehandelt, / Wog’ auf Woge, schdumend wild, / Seht
als Garten Ihr behandelt, / Seht ein paradiesisch Bild». Goethe J. W. Werke. S. 334.
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Kycok 3eman oTBOeBaTD.

Bor uem s 3aHsT..». "

Cp CAOBa 3aKknaapdmMKa:

«...nJIaH MOVi OBIA sicCeH Kak He6o...» (24, 16); «... BOpOTUMCSI 1 HAYHEM
HOBY10 mby006Y10 Ku3Hbv...» (24, 30).

ITocne 6one3Hy >keHbI AOKTOP COBETYET MM «CHE3AUTD K MOPIO».
Bor npuunna, noyemy B AanbHeNIIEM MeYTa [IEPEHOCUTCS Ha CI1a-
cenne B « bynoHm»:

«... 1oBe3y ee B bynonb xynarbcs B mope <...> 5l moyemy-To BC€ Ay-

man, 4To ByaoHb — 310 BCE, uTO B ByNOHM 4TO-TO 3aKAI0YAETCSI OKOHYA-
TeapHOe» (24, 28—29).

«Boicmast yenv» pAobuBaeTCs TOALKO YyCEPAMEM U CHpO2UM NO-
psiokom («auf strenges Ordnen»). Cp. croBa 3akaapumka:

«... sl AeVICTBUTEABHO MMEN TAKYIO 11enb <...> Bo-nepBbix, crmpoeociv, —
TaK TOA CTPOTOCTBIO Y B AOM €€ BBeA <...> sl CO3Aan yenyio cucmemy» (24,
11-13).

3aknrapumk, TOA0OOHO cBoeMy apxeturty, @aycty, SKMBET B Ha-
AexAe Ha HOBYIO skn3Hb («Iloyemy, moyemy mMbl Gb1 He MOTAM COM-
TUTDLCS M HAYATDh OIISITh HOBYIO KM3Hb?», 24, 34). Hap ero mbicast-
MM 1JapCTBYET 30BYIMI MAean BHYTPEHHETO past:

«He 3naemn T, Kakum 661 paem s oepadun mebs. Pail 6vin y mens
8 dywe, s1 6u1 HAcapAua ero kpyrom tebs!y (24, 35).

CmMm. chosa Paycra:

«BHyTpu no-parncky 3askuBeTcsl.

[Im Innern hier ein paradieisch Land]
ITycTp TounT Ban Mopckoy npuams <... >
Bor MbIcAb, KOTOPOJ BECh sI IIPEAAH
Uror Bcero, 94To ym ckonmay. >

OAHaKO TTOAHOMY 3aBepLIEHMIO TAaHA B TpareAuy IPersiT-
CTBYeT MAVAAMYECKMI AOMUK U yacoBHsS Punemona n baBkuabl
Ha camoM Oepery Mmopsi. PaycT npuKasbiBaeT NepecernTb CTapu-
KOB M YCTPOUTDb UX OAAronoayvye, NIpeAOCTaBUB UM HOBBIA yTO-
nok 3eMnn. IIpm 3TOM OH CTAaHOBUTCSI HEBOABHBIM YYaCTHMUKOM

24

Teme V1. B. @aycr. C. 336. B opurnnane: «Erlange dir das késtliche Genie-
Ben, / Das herrische Meer vom Ufer auszuschlieBen, / Der feuchten Breite Grenzen
zu verengen / Und, weit hinein, sie in sich selbst zu drangen». Goethe J. W. Wer-
ke.S. 309.

% T'eme V1. B. @aycr. C. 380; Goethe J. W. Werke. S. 348.

143



T'esa II1. Xopsam

B X yOurcTBe. 3aknapumk cam «rnepecensie™ KpoTkyio B Apyryio
KOMHATYy:

«BosBparsice AoMOT1, 51 Benen MocTaBUTbL KPOBATD B 3ane, a IMMPMaMu
OTOpPOAMTDH ee. ITO ObIna KPOBATH AAST Hee...» (24, 22).

MoTtuB 36yka obOpamjaetT BHMMaHMEe Ha MeXTEKCTYanbHYIO
CBsI3b ABYX cuTyaumit: 3ByK (B caydae Paycra — KOMOKONbLHLLU
360M, & B CAydYade 3aKAapumKa — HadmbecHymulll eonocok Kpot-
KOV1) B 000MX MMPOM3BEAEHVSIX CUTHAAMBUPYET O KPYIIEHUN TIAa-
Ha: «ITpokasitoit 3s8oH! Kax B cepatie Hox!».% Cp. B « KpoTkom»:

«...AMO€ POKOBOE €€ CAOBO <... > KaKk OYATO MeHsI [IONOCHYAO OT HEro
HOKOM 110 cepany!» (24, 29).

V1, HakoHel], He UCKNAIOYEHO, YTO B MOTUBE C/1€HOMbl, [TOSIBASTIO-
Jeyicsl B paccKkase B KayeCcTBe YKa3bIBAaHMSI HA HeaAeKBaTHOe MU-
poomjyieHne cybbekTa AeVICTBUS,” TaK>Ke CAeAYET BUAETD CChIA-
Ky Ha TekcT I'eTe. Kak m3BecTHO, BO BTOPOM 4acTH TpareAun B MO-
MEHT MHMMOTI'O IIpeBpaljeHMs] CBOeV MeUThl B AeVICTBUTENBHOCTb
®Daycrt cranoButcs cnenvim («3abora» ocaenasier ero). Vponus
3aKAKOYAETCSI B TOM, YTO OH CABIIIMT 3BYKM pA0OTHI M AYMAET, YTO
kunuT pabora, 3aBepuiaionast ero tBoperbe («Meisterstiick»).
Ha camom pene aemypsl konaroT ero moruay. Takum obpasom,
ero mMedra paszobnravyaeTcsi B MUr 3aBepiieHus. Hapo ormeTuTn,
4yro croBa Meductodenst npu cmeptn Paycra — «Hacol cTOSIT.
<...> ¥Ynana crmpenka»* — BbI3BIBAIOT B [TAMSITY MOTUB MAAMHUKA
B MOHOAOTe 3akaapunka («Bou masitauk cryunt <...> Cry4uur ma-
SITHUK 6€CYyBCTBEHHO, TPOTUBHOY», 24, 34—35 1 T. A.), TOrpa Kak
cmbenka Moraa CAy>KUTb BO3OYAUTENEM ANSI CO3AAHMST MeTadOPb
B AMCKypce roBopsintero: « Pecuuirsl aexxar crpeakamm» (24, 35).

OAHOBpeMeHHO B AaHHOM pas3anunn — y ['ete «4acol ctosm, y \o-
CTOEBCKOT'O «CTYYUT MASITHUK OECYYBCTBEHHO» — CNEAYET BUAETD
MaHudecTamio ONpeAeNeHHOV XYAOSKECTBEHHOM IONeMMKU O (de-
HOMEHONOTMYECKOV 3HAYMMOCTY BpeMeHM. JDTa MONEMUKA, [0 BCeN
BEPOSITHOCTH, OODBSICHSIETCST TeM, 4TO npodaemMaTuka ['ete u mpobae-
matuka \ocToeBckoro pacxopsrcsi. B cayuae @aycra koHery 6uorpa-
(yyeckoro BpeMeH! MOAHOCTBIO COBMAAAET C GHEWHUM BpPEMeEHeM.
ITO BhIpaXKaeTcsl M B €r0 OPMEHTAIMYM HA HEMPEPBIBHOE ABVKEHME:

% T'eme V1. B. @aycr. C. 367.

2T« s1B 3TO cneno, 6e3yMHO, yKacHO Bepun...» (24, 29).

% Teme . B. @aycr. C. 380. B opurunane: «Die Uhr steht still. <...> Der Zei-
ger fallty».
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«B pABMIKeHbe HaxOAs cBOVE ap u pait,/He yToneHHBI HY OAHMM MI'HO-
BeHbeM!».” Bor mouemy npucytcTBue B 6uiTvn HepoctymHo Daycry.
TTo xypoxxecTBeHHOMY 3aMbicay ['eTe, ero criacaeT MMeHHO 3TO Oec-
[IpepPBIBHOE cTpeMAeHMe («ABVIKEHME AAST ABVMOKEHMST» ), OAHAKO OH
HaBCErAd OCTAeTCs YY>KMM, HeIIPUMYACTHBIM OLITHIO.

CoBepIlleHHO 0YeBUAHO, YTO Y /\OCTOEBCKOTO BHEITHEE BPEMSI
M BHyTPEeHHee BPeMsI He COBITAAAIOT: JKM3Hb KOHYAETSI, & KCTYUYUT
MasITHUK O6ecuyBcTBeHHO». /1 HA060pOT: BHeIlIHee BpeMsI OCTaHaB-
NAMBAETCSI, TOTAA KAK MUT KIIPOAOAKAETCST KAKUX-HUOYAD 10 MUHYT».
Mur xak eAviHULIA 6HYMPeHHe20, TUUHO nepexumo2o 6hemeHu AnsT
J\ocTOoeBCcKOro BhICTyIaeT B KayecTBe MoAyca 6biTus. Mur crymaer
B ce0e IMOAHOTY YeA0BeYeCKOro CyIjecTBOBauusl, choBamu baxtn-
Ha: «Bcst 5kn3Hb B 0oAHOM MrHoBeHUM».* OAHOBpPEMEHHO MUT KaK
OTKPBITbIN, He3aBEPIIEHHBIN MOMEHT JKM3HU SIBASIETCSI TPEACTABU-
TeAeM HEITPEPBIBHOT'O CTAHOBAEHMST ( POXKAEHMSI ) AEICTBUTENBHO-
cm (B cmbicae durée A. Beprcona). /\eno B ToM, 4TO yraybaeHmne
B [IPMICYTCTBYIOMMI MOMEHT JKM3HU CBSI3bIBAETCSI C YIAYOAeHMEM
B ce0bs1, MOTPY>KEHMEM B CBOIO AMYHOCTH. C APYTOM CTOPOHBI, BHY-
TPEHHee BpPeMsI IIPEAIIONATAeT CYIeCTBOBAHNME AUUHOU NAMSMU:
BeAb Hallle [TPOIINOe XOTsI ¥ 6eCCO3HATENBHO, HO HAAMYECTBYET IIPU
HAC KaXXAYIO MUHYTY.

Yro kacaercst Paycra, OH «BAANb 3ArASIHYBIIMI YENOBEKY,
y Hero HeT HY aMsiT, Hy rponoro. OH AMYHO 00V>KEH MUPOBBIM
CTPO€EM, UCILITBIBAET «TOCKY CYIJeCTBOBAHMSI» M3-3a OCO3HAHMSI
rpejpena 4enoBedeckux Bo3Mo>KHOcTen.” OH Bcerapa AOIycCKaer
TY K€ CaMyI0 OIMOKY M CTAHOBUTCSI BUHOBATBIM B rmbenn n Map-
raputsl, u crapukoB ( Dunemona n baskuapr). Ecan @aycra cna-
caeT HelpepPLIBHOE CTPEMAEHME U ABVIKEHME, TO 3aKAAAYMK, Ha-
MIPOTUB, ClIacaeTcsl HAAMYMEM AMYHOW NaMsITU:

»  Teme V. B. @aycr.C. 376. B opurnnane: «Im Weiterschreiten find’ er Qual
und Gliick, / Er unbefriedigt jeden Augenblick!». Goethe J. W. Werke. S. 345.

% Baxmun M.M. <K BompocaM caMOCO3HaHMsi M camMoolleHku...> // Bax-
mun M. M. Co6p. cou.: B5 1. M., 1996. T. 5. C. 73. Cp., Hatipumep, B «beapix HO-
yax»: «J 5kanb BaM, 94TO TaK CKOPO, Tak 6€3BO3BPATHO 3aBsina MZHOBEHHAS Kpa-
coma <...> Xanb OTTOrO, 4TO AaXKe MOAIOOUTD ee BaM He Oul0 6pemeHu...»; « boske
movt! IJenas munyma 6aasxxencrsal /\a pazse 3TOro Mano XOTb ObI ¥ Ha BCIO SKM3HD
yenoBeveckyto?..» (2,105, 141).

31 Hanpumep: «Kaxoit st 6or! 51 3Haro o6ank cBoit. / 51 4epBb caenont, st nacol-
HOK IIPUPOABL. <...> Ho >13Hb, K HecuacTbio, KOPOTKa, / A IyTh A0 COBEPLIEHCTBA
AanbHWiA..». Teme V1. B. ®Daycr. C. 25, 58.
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«... ST TOABKO M A€nan, 4TO 06 3mom 0yman nomom Kaxouvlil uac moeil
JKU3HU. <...> B MO€W XXM3HU ObIAO OAHO CTpAIIHOE BHeITHee 0OCTOSITEND-
CTBO, KOTOPOE AO TEX IMOP <...> KAKOblll 0eHDb U KA>KOblll 4aC AABUNAO MEHSI,
a UMEHHO — TIOTePST PEITyTaIUY U TOT BBIXOA 13 TIoAKa» (24, 22—23).

Oco3HaHMe 3TOV HaAMYEeCTBYIOIEN ITaMSITH, T. €. BOCTIOMWUHAHME
O IPOLIAOM, AAeT BO3MOJKHOCTb CyOBEKTY paccKasda IepeocMbIC-
AMTD M [TIEPEOLJEHUTD CBOIO SKM3Hb, IIOHSITh HECOCTOSITEALHOCTD CBO-
UX yOEXKAEHMIT U UANIO3UIT (TINaH, IJeNb, MA€aA, MEYTa U T. A.) U HaV-
TU CAENaHHYIO OIIMOKY: « 9] He CKPBIA AaKe TOTO, YTO U OT cebst BCIO
>kn3Hb ckpoiBany (24, 30). IToaTomMy MOXHO cKasartb, 9TO MAUHA
Mu2a YXOAUT KODHSIMM B npouiioe cyObeKTa, a IOBeCTBOBAHME
O MPOIIAOM ITPUPABHMBAETCS K PACKPLITUIO, Pa3rajKe 3TOV TayHbl.
Taxum 06pazom MUr — ITO HE AAHHOCTD, & 3aAAHHOCTD, T. €. 3a0d-
HUe B TIO3TUYECKOM Mupe /\OCTOEeBCKOro, OH BbI3bIBAET YENOBEKA
K OCMBICAEHUIO U Pa3rajke CBOEro MecTa B ObITUN.

BHyTpeHHEE CAOBO rOBOPSIIIETO M IMChbMEHHBIE 3HAKHU
cybpexTa Tekcra (0 «creHorpamMmme» AOCTOEBCKOrO)

Ternepb Mbl IPUCTYIIMM K aHAaAM3Y Ipoljecca pas3rajibIBaAHMUS
TanmHbl Muzda B cepe AMCKypca.

B Texcre MOHONOTA MOSKHO BBIAEAUTDH MU MUNA pedu, pas-
AMYHDBIE TT0 CBOEN QYHKIIMA.

1) HopmaTuBHbIN pacckas, T. €. TOCAeAOBATEABHOE, XPOHOAOT M-
YecKoe pa3BepThIBaHMeE COOBITUI COTAACHO MTPUYMHHO-BPEMEHHOM
cesi3n. («Sl mpocto pacckaxky no mopsipky. (Ilopsipox!) <...>
PaCCKaXy, KaK caM MOHUMAIO <...> st BCé nouumaioy, 24, 6). Pac-
CKa3 MpepbhIBaeTCst O0DSICHEHUSIMY M OTIpaBAaHMEM cebsT B rnazax
BooOpaskaemMbIx caymarenent (camoonpaspauust ¢ la Rousseau).
TTockonbKY 3TOT TUIT peYM BBHICTYMAET IKBUBAAEHTOM «CTPOTOV
CUCTEeMbI» 3aKAAAYMKA, OH SIBHO OKa3bIBAETCSI HECOCTOSITENbHDLIM
Anst toHnManust cobprtuit. (Cm. B koHite MmoHoaora: «O, moBepbTe,
MMOHMMAI0; HO AAsI Y€TO OHA YMepAa — BCe-Taky BOTIPOCy, 24, 33.)

2) ITocTopoHHME pas3bsICHEHUSI M OTKAOHEHUST OT TIPUIMHHO-
BPEMEHHOVI TTOCAEAOBATEALHOCTU. JTOT TUIT PEYU CAYKUT TOBO-
PSIIEMY AMST BBISIBAEHUS Y TIPEOAONEHUSI AUTEPATYPHBIX IITAMITOB
U VA€ONOTEM, KOTOPBIE YITPABASIAM €T0 MTOCTYIIKaMu BO BpeMst da-
OynabHOTO AencTBMs. Pacckazdmk SIBHO IJUTUPYET, BOCITPOU3BO-
AVIT CBOM TIPEXKHME CAOBA, a TOTOM OTTPAaHNYMBAETCSI, OTTAAKUBA-
ercst oT aTuX xe ppas. Cm., HaTpumep:
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«...y MeHsI ¢ MyOAMKOM TOH ASKEHTALMEHCKUI: Mano CNAOB, BESKAUBO
u croporo. “Crporo, ctporo n ctporo”. <...> 9TOT CTPOrUI1 TOH PeI-
TeAbHO yBAeKan meHs» (24,7, 11);

«Pasymeercsi, xopoIo, 4To 51 3TO caM Terepb Npo cebGsi roBOPIO,
a TO 4TO MOTAO OBITh TAyIee, ecAr 6 51 TOTAA €M1 3TO BCAYX Pacrmcan?»
(24, 16);

«...B CYIJHOCTH, XOTb 1 CMENTHO FOBOPUTH CAMOMY ce6e TaMHCTBEHHBI-
Mu ¢ppaszamu, a s BeAb “MCTHUA e 001]eCcTBY ” AeMCTBUTEABHO, AEVICTBU-
TenbHO, AercTBUTEeAbHO!» (24, 11).

3) Hakoner], HabArOAA€TCSI M TPETUI TUIT PEYM, COAEPIKAIUI
B cebe TEHAEHIMIO KO dHYymperHell peun. Cropa crepyeT NPUUMCAUTD
[MOBTOPLI, BOCKAUIJAHWSI, COKpaleHnst, obpamnjenust k cebe. Harpumep:

«ayno, rayno, rayno v rayno!» (24, 14);

«...a sl yCUNMBAIO MOAYAHME, A sl yCUAMBAIO Monadanuey (24, 15);

«\a v HaraeBatpb Ha MeHst! <...> A BripodeM, 060 MHe HarnaeBaTh! <...>
Hy, nanneBatp <...> \a n HaniaeBaTb 000 MHe <...> O HamnaeBaThb, HaMAE-
Batb!» (24, 10, 11 1 panee);

«Bor o6upal <...>Bot 6epal» (24, 34—35);

«...He o1 BUHOBar!..» (24, 17);

«/\a pa3Be 3TO OpUrMHAALHO, 4TO TaM Ha ctone? O-ol» (24,16) n . a.

Taxort Tumn peun, cornacHo BeIroTrckoMy, Mo>keT OOHAPY>KUTD
CcaMyl0 PEe3KYI0 TEHAEHIIMIO K COKpAallleHUI0, KOTAA BHYTPEH-
Hee COAEepKaHMe MBICAM MOXKeT OBbITh MepeAaHO B MHTOHALIUN. ™
Bo BHyTpeHHeV peuyn «MBICAb He BLIPDAXKAETCsI B CAOBE, HO COBEp-
[IaeTCsT B HEM», & KCAOBO YMUPAET BO BHYTPEHHEN pevu, POXKAASI
MBICADLY.*

O ToM, uTO \OCTOEBCKUI SIBHO UHTEPECYETCST ITUM CPEACTBOM
CMBICAOOOPA30BAHMUSI, T. €. «3KUBBIM ITPOIIECCOM POSKAEHUSI MBICAU
B CAOBE», CBUAETENBCTBYET €0 3aMeYaHNne B YePHOBDIX 3aMMMCKaX.
OH nmer:

«Camo c006010, 4TO BBINETAIOT CAOBA CAMIIKOM HeETepIieAMBbIe, HAM-
BHbIE M HEOXKMAAHHDIE, HEIIOCAEAOBATEAbHBIE, cebe NPOTMBYpeyalme,
HO MCKPEHHME, XOTs 6Bl AasKe U YIKACHO AKUBbIE, MO0 9eN0BEK AJKEeT UHO-
rAa OYeHb UCKPEHHO, 0COOEHHO KOTAa caM ce6sl skenaeT yBepUTh B IIPaB-
e csoert askmy» (24, 319).

32 Bueomckuii /1. C. Mpiunenve u peun // TToatuka. Tpyabl pyCCKUX U COBET-
ckmx noatndyeckux mkoa / Cocr. . Kupan, A. Kosau. Budapest, 1982. C. 142.
Ecan ncxoants 13 repmunonornn baxTuHa, CMMBOALI BHYTPEHHEN pedyt MOXKHO
Ha3bIBATh «ITOAPA3YMEBAEMbIM TEKCTOMY, KIIOAPA3yMeBAMbIM 3HAYEHUEM.

55 Tam xe.
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AAst Hac 0COOEHHO IJeHHBIM OKa3bIBAETCS BhIpAXKEHME: «Gbl-
nematom cnoéa». B paHHOM cnaydae pedb MAET O Takom dopme
CMBICAOOOPA30BaHMSsI, KOTAA F'OAOC CTPOUTCSI HE TOABKO 10 OTHO-
IIEHUIO K MHTEHLIUY FOBOPSIIEro, HO U 110 OTHOUIEHUIO K pummy
u unmornayuu. O yHKIUM pUTMA PeYM B CTAHOBAEHUU AMCKYP-
CMBHOI'O BpeMeHU Mbl yke roBopuau. MHTOHams robysxkpaer
aKTMBHOE OTHOIIEHNE TOBOPSIIIEro K NMPUMEHSIEMbIM UM 3HAKaAM
M BLICTYIAET KaK MPeACTaABUTENb HEIOTOBOrO, HEPA3BEPHYTOTO,
MOTEeHIMAABHOTO cMbicha. OOGpaTUMCst K puMepy:

«XoueTcst BCE 3TO YCBOUTD, BCIO 3Ty 2pa3w. O, epasv! O, u3s xaxkon
epsasu st Torpa ee serrammaly (24, 12).

ITepBoe ynoTpebaeHne croBa He TOABKO MaPKUPYET, HO U CUM-
BOAM3UPYET HEITOHSITHYIO AMST CyObeKTa peun cuTyaruio. Bropon
Pa3 CAOBO BOCIIPOM3BOAUTCS YK€ PAAU APTUKYASILINU, B INAHE UH-
TOHaUMK, HO 6e3 onpeaeneHHOro 3HadeHus:: «O, rps3p!». A TpeTui
pas BLICTyIaeT Kak CBOOOAHOE O3HAavaroljee v mpuodpeTaeT HOBOE
O3HavaeMoe: I'psi3b O3HAYaeT colManbHoe rnonaoxxeHne Kporkori.
3HaueHMe 2pA3uU OBICTPO MEHSIETCSI, CEMAHTUKA CAOBA BCE BpeMs
B CTAaHOBAEHMU B 3aBUCUMOCTH OT KOHTEKCTA Bbicka3biBaHusl. [1o-
SIBASIETCSI TAKAsI )K€ CUTYAIIUsI, 0 KOTOPOW TOBOPUT U caM J\OCTOeB-
CKUT: OAHUM AUIIb CAOBOM MOXKHO BBIPA3UTDb BCE MBICAU, OIYIIJ€HMST
U AASKe 11enble rAyboKkme paccyskaeHust. ™

A Terepp Mbl PACCMOTPUM, KaKYIO (PYHKIIUIO BBITIOAHSIET BHY-
TPEHHSISI pedb B cTaHOBAeHMU TekcTa. fO. loTmaH 3amedaeT, 4TO
y AOCTOEBCKOro HETOYHDIE M Aa>Ke HEBEPHDIE CAOBA «COCTABASIIOT
npubnukeHue K UCTMHe, HAaMeKaIOT Ha Hee. JlcTuHA npocsedn-
BAaETCsI CKBO3b HMUX TYCKAO».” B TO ke BpeMsi crtocOOGHOCTH OBITh
MyTeM K UCTUHE «AEXKUT B CaMOV IPUPOAE YEAOBEYECKOTO CAO-
Ba». Ham aymaeTcsi, yIOMSIHYTBIM mpoljecc, T.e. NPUOAMIKEHME
K VICTMHE, HAAUIJO M COBEPIIAETCSI TIepeA Hamumu raazamu. \eno
B TOM, 4YTO IpOM3HeceHMe OeCcCO3HATEAbHBIX CAOB COAEVICTBY-
€T He TOAbKO Pa3A0’KEHMIO INEMEHTOB pedM, HO U CIIOCOOCTBY-
eT AeCTPYKIMM SI3LIKOBLIX 3HAKOB. OO 3TOM CBUAETEALCTBYET,

3 Kaxk usBecTHO, BbIroTckmit ccpinaercst UMEHHO Ha nipumep J\OCTOEBCKOro

0 sI3bIKe MbSIHBIX. «}ITaK, He TPOroBOPsI HY €AMHOTO APYTOro CAOBA, OHU [TOBTOPU-
AU 3TO OAHO TOABKO M3NOOAEHHOE MMM CAOBEYKO LIECTDh Pa3 KPSIAY OAVH 3a APY-
UM Y TIOHSIAML APYT Apyra BrOAHE. DTO — (BakT, KOTOPOMY $51 ObIA CBUAETEAEM».
Tam sxe. C. 134.

% Nomman FO. M. Vz6pannsie craten. T. 1. C. 196.
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HanpuMep, AUCKPEAUTAINST CAOBA — npasdda. ITO CAOBO B TEKCTE
AVICKYPCUPYIOINIEro cy0beKkTa pe3Ko MepeoljeHNBAeTC s U CBSI3bI-
BaeTcst TO ¢ onpasdaruem cebsi, TO ¢ nhasom, TO € cynpyxeckumu
npasamu. Hanpumep:

«4ro x, st ckaxxy npasdy, s He NOBOIOCH CTATH PeA nHasddoit AULIOM
K AMIJY: OHA BUHOBATa, oHa BuHOBAatal.. <..> s umen npago...<...> gnpase
OBIA OrPAaAUTBCSI OT Bac cTeHoM <...> Beab aT0 npasda, To ects camast, ca-
mast npasderckas npasdal <...>9TO MOrAa OHA MOHSITH U3 MOUX Onpasda-
Hut <...> O, kak yxacHa npagda Ha 3emae! <...> Henpasdonodobue! <...>
PasBe aTto npasdonodobHo?» (24,16—18, 33).

Takum o6pazom, «OpuMAYMaHHas» TMpaBAa paszobnravaercs,
o6ecIjeHNBaeTCs M TepsieT aKTYAbHYIO peepEeHTHOCTb B AUCKYPCe,
TOrAA KaK UCHUHA, HATIPOTUB, KIIPOCBEYMNBAETCSI» M OTKPLIBAETCSI
yepe3 0CBOOOKAEHME OT «ITPaBAbI CBoer Mkm». [1o Beert BeposiT-
HOCTH, UMEHHO OT 3TOr0 CMBICAOBOTrO KOMIIAeKca npasda—npa-
60—npasa oTpeKaeTcs Cy0ObeKT peun B KOHLJe MOHOAOT'a B MOTUBE
OTpUIJaHMSI 3aKOHOB, OObIYa€eB 1 HPABOB.*

IIporjeccsl nmepBOHaYanbHOM AECTPYKLMM, PA3AOKEHUS! SI3bI-
KOBBIX 3HAaKOB IIPECAEAYIOT NpeoOpa3oBaHye 3HAKOB B HOBLIE
co4yeTaHumsl, B HOBbl€e CEMAHTUYECKME KOMIINEKCDI. Hanpnmep,
BynoHs, Kak M3BeCTHO, BOMAOIIAET B ce6e OUePEAHYIO MEUTY AASI
repost AevicTBusl. B si3bike AMCKypcupyromjero cybobekTa CAOBO
«BbynoHby» pacniapaercst Ha 0O3HAYAION]Ve M BIMCHIBAETCSI B ADyTye
cnoBa, repectpansasi ux 3HaveHne. Hanpumep:

«...Ha4YHeTCs BCé HOBOe, a raaBHoe, B bysnowy, B Bynons! Ona cayma-
na v Bcé 6oanace. Beé bonvue n 6onvue 6oanace <...> “B Bynownv, B by-
nouv!..” 51 ¢ 6esymmem sxpan yrpay (24, 28—29).

Urak, cnhosa, o3navamomme «bynoHb», HanmonHSIOTCS 3HaAYe-
HusIMM 60a3HU M 6esymus. CroBamu Beirorckoro:

«CMbIcABI KaK Obl BAMBAIOTCSI ADYT B APYra M Kak Obl BAUSIIOT APYT
Ha Apyra, TaK 4TO IIpeAIIeCTBYIOMNME KaKk OBl COAEPIKATC B CACAVIOUTEM
VAV €70 MOAVIPUIIMPYIOT».

VYcnoBueM pacckasblBaHMS SIBASIETCSI aKT IpeoOpa3oBaHMs
CUMBOAOB BHYTPEHHEN peuYy B AMCKPETHYIO GOpMY, T.€e. B IMUCh-
MeHHble 3HakM. /\anee BONpPOC B TOM, KaK CEMaHTU3UPYIOTCS

% Cm.: «Yro mHe Terneps Bamm 3axoHbl? K yemy MHe Bamm o6siuau, Bamy Hpa-

601, Balla KU3Hb, Baule 2ocydapcmaeo, Bama gepa? Ilycts cyant mens Bama cyovs,
MyCThb IPUBEAYT MeHsI B Baul cyo...» (24, 35).
51 Buieomckui /1. C. Mpimnenue v peus. C. 142.
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M BO3BOASITCSI B DAaHI' [IOBECTBOBATEABHOI'O CPEACTBA €AMHMIIBI
TOM «CTEHOTPAMMBI» B MUPE ITPOU3BEAEHMSI.

IIpexxpe 4YeM OTBeTUTH HAa 3TOT BOIMPOC, HAMOMHUM, YTO
B IINaHE YCAOBHOI'O MMpa IPOU3BEAEHUS] CIOSKETHBIM 3IKBUBA-
NeHTOM BHYTPEHHEV peyy pacCKasblBaIoNjero cyobekTa crepyeT
cunrarp necHo Kporkoin. IlecHst BbiaBUraeTcs: Kak BONAOLjeHME
YMCTOW MHTOHALMM, YMCTOW apTUMKYASIIUM, M KaK TaKoBasl Ipe-
KpamjaeT  « CTPOTUI HOH» 1 MOAYaHue repost. M3 aToro cneayer,
4TO hpacckasvidarue, opzaHusyloujeecs No NPuHYUNY sHYympeHHel
beuu, yxooum KOPHAMU 6 NeCHIO M UCITONb3YEeT CUMBOAM3BUPYIO-
VIO CITOCOOHOCTD Y€A0BEYECKOTO ronroca («cama meceHka Obina
6onpHasy, 24, 27). He cayuaitHo, 94TO Mpo3peHMe repost TeCHO
CBSI3aHO C 9TOV [TeCHeN:

«...61)17\ yo>Ke aripeab B 10J/I0OBMHE <..> COAHIIE€ CTAaNAO SIDKUMMU ITYyYKaMMn
OoCBelaTb HAIM MOAYAAMBbI€ KOMHATDI. Ho nenena Bucena rnepeao MHOIO
u cienvina Mot ym. PokoBast, ctpamnas nesenal Kak aTo cayunaocs, 4To
BCE 3TO BAPYT YHA7O C TAA3 U 5T BAPYT IPO3peA U Bcé noHsia! <...> Bapyr
CABIIIY, YTO OHA, B HAIlIeVl KOMHATe, 38 CBOMM CTOAOM, 3a paboTOM, TUXO-
TUXO... 3anena <..> OHa nena Bnoaroaoca <..> ITadana, nadana c raas
nenena! Konb 3anena npu mHe, Tak npo meHs rnosabsina <...> ITomHio
TOABKO, YTO BECh HOJ KaK ObI BONHOBANACS U s KaK ObI Hbl IO peKe. <...>
BADYT MpO7eneTan sl 4To-TO 2aynoe <..> $I nzakan, roBOpua 4TO-TO,
HO He Mor roBopuTb» (24, 26—28).

Kax BuAHO, 3ByKOBOV ITPUHITUIT OPTAaHMU3AIIMY CMBICAA HA YPOBHE
AMICKYPCa BBICBOOOXKAAET CEMUOTUYECKYIO 3HAYMMOCTb CAOB U CIIOCO0-
CTBYET MOPOXKAECHUIO aHATPAMMATUIECKUX CTPYKTYD: hena / neneHa
/ cnenuna / niponenerana / Bnonronoca / non / navin / naaxan. Ta-
KM 06pasoM, caernora cybbekTa KOMITEHCUPYETCsI, BOCIIOAHSIETCSI
B MOMEHT AMCKYPCUBHOTO aKTa B 3CTETUYECKO-TBOPYECKOM ITAAHE,
My TeM IpeBpaljeHus 3ByKOBbIX e AMVHUI] BHYTPEHHEN pPeyl B UKOHU-
yeckue 3HaKku TekcTa. Bot 1 GyHKkIMs cteHorpadal

W 370 eme He Bcé. Beab B KOHIJEe CBOEI0O MOHOAOI'A PACCKA3YMK
[MEePEXOAUT U K MHTEPITPETALIUN SI3BIKOBBIX CUMBOAOB. Purypannb-
HO TOBOPsI, OH HAYMHAET «YSICHUTBY (AemMppUPOBATH) He CTOAD-
KO COOBITHSI, CKOABKO «CAOBa» CBOEro AMCKYpCa.

«ITomMHIO TONBKO TOTO MelaHNHA: OH BCE KPUYAA MHE, YTO “C TOPCTKY
KPOBY M30 PTa BBIIIAO, C TOPCTKY, C TOPCTKY! ", 1 yKa3biBan MHe Ha KPOBb
TYT K€ Ha KaMHeE. ﬂ, Ka>XXeTcCsl, TDPOHYA KPOBb IManblleM, 3araqdkan rnanelry,
rAsDKY Ha naael (3To momMHIo0), a oH MHe Bcé: “C ropcerky, ¢ ropetky!” —
J\a aro Takoe “c ropctky”? — 3aBonua s...» (24, 33).

150



Danmacmuyeckuti duckybc y J\ocmoesckozo

Bornpoc opHOBpeMeHHO o6pamjaeTcst M K YUTATEAIO: UTHO MA-
Koe «C 20pcmKy?», T.e. Kakasl MbIC/Ab «COBEPIIAETCSI» B 3TOM CAO-
BOCOYETaHNM, KaKyI0 peepeHTHOCTDb 3TO cAoBo numeet? «C rop-
CTKY» — 3TO 3HaK 0e3 OIpeAeneHHOr0 3HaYeHMs], 110 Hallley Tep-
MVUHOMNOTUI: 3HAK 8 CIMAHOBeHUU, 3HAK NPU boKkOeHUU 3HaAUeHUs..
CoBepllleHHO 04YeBMAHO, YTO B CAOBE «C F'OPCTKY», C OAHOWM CTO-
POHBI, 3BYYUT CMPp020CHb, CUMBOAM3UPYIONAsl CUCTEMY, TAaH
M pAaXKe «Crmboeuil TOH» 3aKAaAYMKaE, d C ADYTO¥ CTOPOHBI, CAOBO
CO3BYYHO U C BOCMop20M MHMUMOrO BockpeceHMs.” «C ropcTry»
TaKXKe COAEPXUT B cebe 3BYKOBYIO MaMsITb O 20p00CHMU Tepost
M OTChINAET K Ha3BAHMSIM €ro MOCTYIIKOB: «02PadumuCsi OT NFO-
A€Vl cTeHOM» M «mpmamu ozopodumvy Kporkyro. Ho noxa
cmpo2oCTb M BOCHOP2 NPUHAANEXKAT K MAEAABHLIM CUCTEMaM
M MapKUPYIOT MeuYTaTeAbHBIMI MWD MAEAAMCTA, B CAOBE «C TOp-
CTKY» COBepIIAeTCs] IPEOAOAEHME MAeanbHOrO Mypa. B curnane
«3aBOMMA» CAEAYeT BUAETb YKa3aHMe Ha IPO3BYydYaHVe YenoBe-
YeCKOr'o ronoca M Ha «HAATPECHYTBI», «CAOMaHHBIN» I'ONOCOK
Kpotkon. «C ropctky» Kak HOBBIVT AMCKYDPCUBHBIN 3HAK TIpeBpa-
jaeTcst B CMMBOA €AMHUYHOI'O cOObIMMUs OBITUSI M CTyIjaeT B cede
BCIO MCTOpUIO cyObekTa. B 3TOM OTHOIIEHMM «C TOPCTKY KPOBMU»
YPaBHSIETCSI C «KAIIEABKOV BpeMeHM», T. e. Muzom. O AHOBpeMeHHO
B [TAdHE CIOKeTa «C TOPCTKY KPOBUY» YKA3bIBAET HA «TOYKY COEAM-
HeHMs» 3aknapumka n Kporkon,* conpukocHoBenust 91 u \pyro-
ro, a B INaHe pacCKa3blBaHMsI — Ha TOYKY KOHIJEHTPAaM MBICAU
(«oH cobupaeTt “MbICAK B TOUKY "»).*

¥ «0O, socmope, 6ocmope 3anmuBan meHs! <...> Omnbra Toxe GbIAg, UTO I HA Hee

CMOTPeA C 860ctop20M; HAAO BBINO CKPEMUTLCS, & TO docmope niyran» (24, 29, 32).

% Cp.: «5I BenMKkopyIeH, oHa TOXe — BOT M TOYKa coepAnHeHust!» (24, 34).

40 TTopoO6HDBIV cryuar 06 beAMHEHMsI Pa3HBIX TOYEK 3PEHMsI B OAHOM U TOM K€
INEMEHTE PeYM MPOSIBASIETCS] B MHTOHAIMM, apTukyasigun. b. A. VeneHckuit nm-
tupyer P.D. 3enmHckoro, npuBopsimero Gpaszy KaTOPKHMKA M3 «3armcox
13 MepTBOro AOMa»: «...BbIHYA HO, TOAOBY-TO €M1 3arHyA Ha3aA Ad Kak Kak mu-
AUCHY 110 ropay HoxXoM...» (Pacckas Axyabkuua myska. \ocmoesckuil @. M. IToan.
co6p. cou.: B 30 1.\, 1972. T. 4. C. 172). 3eAMHCKUI NUIIET: ...'yOBI CYAOPOK-
HO BBITSITMBAIOTCSI, TOPAO IEMUT, 3yObI CTUCHYTBI — TOABKO UM €CTh BO3MOXKHOCTD
[POM3HECTM I'AACHBIM M U SI3BIKOBBIE COTAACHBIE M, 7, C, TIPUYEM B BbIOOpE UX,
a He 'POMKMX 0, P, 3, CKa3ancsl ¥ HEKOTOPLI 3BYKOIIOAPOIKATENLHBI SAEMEHTY.
Venenckuit mpoponskaer aHaaus 3eArMHCKOro: «/Anst HaC BaskHO B 9TOM ITpUMepe
TO, YTO ITO CAOBO ITPOMBHOCUT KATOPXKHMK. Takum 06pasom, 4enoBeK, IIPUHOCS-
myyt 60Ab, TPOM3HECS] AQHHOE CAOBO, KaK Obl CaM MCILITLIBAET YyBCTBO OOAU, —
T.€., OCTABasICb CaMMUM COOOV, OH Kak Obl NMPUHUMAET OAHOBPEMEHHO M TOYKY
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IToaBOAST UTOTHM, MOKHO cKa3aTb, 4TO y AOCTOEBCKOro oOHa-
PY>KMBAETCsI HOBBIN MTOAXOA K IMPOOAeMaTHKe MMCbMEHHOTO aKTa
M paccKasblBaHMSI, OTAMYAIOMIMIICS OT POMAHTUYECKOW U pea-
avctudeckon tpaamnui. OTHoOIIeHMsI aBTopa M Trepost MPOHU-
KalT B apXUTEKTOHUKY OTAEABHOI'O c708a-cumeona. PoxpeHune
MMCbMEHHOI'0 3HAaKa M3 BHYTPEHHErO CAOBa IOBOPSIIEro MPUBO-
AUT K 06Pa30BaHUIO HOBbIX OUCKYDCUBHLLX 3HAKOE, 0OPAIeHHBIX
K ynrTareato Tekcra. [Iucomo y \octoeBckoro — aTto He écriture,
a HOBDIV, «<HEOBIBANBIN B AUTEPATYPE», CTAN0 ObITh, «(aHTacTHUye-
CKMIT» TUTT AUCKYPCA.

3pPEHMST CBOEN JKEPTBLI, — B TOT MOMEHT OH couyeTaet B cebe omyiienus 1 Agens’a
n Patiens’a pevctBust (M AesiTeast M BOCIIPUMHMMAIOIIETO AEVICTBUME)». YcCheH-
ckuit B. A. Cemmortuka nckyccrsa. M., 1995. C. 60.



MCTOAOAOI‘M‘ICCKI/IC U TCOPETUICCKNUE ACIICKTbHI
TOAKOBaHM:I I — cemuoTnka

Methodological and Theoretical Aspects
of Interpretation I — Semiotics

Koxncmanmun bapum

3HAKOBASI CMCTEMA AOCTOEBCKOI'O
1 ITEPCITEKTMBBI HOBOM TEKCTOAOI MM

Heo6xoanmocTs HOBoro otHomenus Kk pykormcsm @. M. N\o-
CTOEBCKOrO AMKTYeTCS] 3apadaMy, CTOSIIIMMM CETOAHSI TTepeA VC-
CAeAO0BATeASIMM TBOPYECTBa IMcaTeAs], M, OAHOBPEMEHHO, CIle-
UMOUKON PYKOTIMCHOTO HacneAms rucatenst. O TOM, 4TO TEKCTBbI
«3aIlMCHBIX TeTpaaer» [ OCTOEeBCKOro He BCEraa yMemjarTCs
B IeyaTHble OYKBBI ITPUBBIYHOM AASI HAC «ITYOAMKALIMU PYKOIM-
cer», a B psIA€ CAydYaeB KaTeropmuyecky HelepeBOAVMBI Ha SI3bIK
Turnorpadckoro mwpudTa, roBOpuaoch AaBHo.' IIpobGnrema usy-
YeH!sl PYKOIMCeN MmcaTenst Kak eAMHOro 11eA0To, BKAIoYasl ero
npeorpaduio, TeCHO CBsI3aHa C APYTMMM paspenamMmym AOCTOeBe-
A€HUSI: M3y4YeHMeM TreHe3lca HappaTUBHBLIX (POpPM, BO3HMKAIO-
MMX B €ro TEKCTax, BOIPOCOM 00 aKdpacuce u criejudure «Ha-
PY>XHOCTM» reposl 1caTensl, a Tak’Ke BOIIPOCOM O rpaduiyeckmx
dopmMax B OKOHYATEABHOM BepOANbHOM TEKCTE IPOU3BEAEHMS
(Bxnrovast poab KypcuBa 1 3arnaBHon 6ykssl ). Hamu yske Boipa-
SKanach YBEPEHHOCTDb B TOM, YTO «AUIIDb YYET BCEX OCOOEHHOCTEN,

! Dra MpICAbD TPO3BYyYana B KOMMEHTAPUSIX K IEPBBIM ITyOAMKALMSIM «3aITNIC-
HbiX Tetpaaen». Cm., Hanpumep: M3 apxua @. M. Nocroesckoro: «IIpectyrne-
Hue n Hakasanue»: Hemspanuoie matepuannt. M., 1931. C. 6; VI3 apxusa ®@. M. \o-
croeBckoro: «Vanor»: Hemspanuoie matepuannt. M.; /., 1931. C. 4—6.

© K. Bapurr, 2011
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Koncmanmun Bapwum

BCEX INEeMEHTOB pyKormcen /\OCTOeBCKOTO MTO3BOAUT HA OCHOBE
YepPHOBBLIX MaTepuanoB 6onree TAyOOKO M3YYUTH M 0OOCHOBATH
(ncumxonormyecku) mpueMsl ero TBopuecTBar».? Hapo mpu-
3HATh, YTO COBPEMEHHBIE MCCAEAOBATENM TBOPYECTBA IMMCATENS
obpamaroT Bce 60NbIIIee BHUMaHME Ha MAeOTPadUIo MUCATEAS KaKk
MepCreKTUBHBIN Hay4yHbI pecypc AocToeBepeHus. K Hacrosige-
My MOMEHTY CO3AaHO ormicaHue naeorpadum \OCTOEBCKOTO Kak
criennunIecKoro GeHoMeHa TBOPYECKOTO CTUASI TMCATENST, A TAK-
SKe TIPEATTPUHSITA MOTBLITKA CO3AaHMsI TPadUKO-CAOBECHON MOAE-
A PYKOMMCHOTO Hacheanst \OCTOEBCKOTo (pyKOMMCU K POMaHy
«ITpectynnenne u Hakaszanme» ).’ HepaBHO BBINIEAIINIT TTOAHBIN
KaTaaor rpadpuIecKoro HaCcAeAMsl TMCATeAs] BIEPBbIe MMPEAOCTa-
BUA (PUAOAOTMYECKON OOIIECTBEHHOCTY YHUKANAbHBI MaTepuan,
paHee HeAOCTYIHBIV M/ MAM He YITEeHHDIN MCCAEeAOBATEASIMMU. *

B mzpanmm «3ammcHbix Terpapeny @. M. \ocToeBckoro B co-
crase [ToaHoro co6panuus counnennit (MIPAM PAH, 1972—1990)
OBbIA TIPUMEHEH TIPUHIINUIT, COTAACHO KOTOPOMY AMINDb OAMH U3 MH-
(GOpMaIMOHHBIX CAOEB PYKOMMCKU ObIA MPU3HAH HEOOXOAUMBIM
AMST BOCITPOM3BEAEHMsI — sI3bIK BepOanbHBIX 3armcent. Pykoricn
B M3AAHUM OBIAM aHAAMTUYECKY PACIAEHEHDI TTO XPOHOAOTUYECKO-
My TIPUHIIUITY, B PAMKAX KOTOPOTO K Ka’KAOMY M3 [TPOV3BEAEHUI
JNocToeBcKkoro 6bIA TIPUBSI3aH ONPEAENEHHDbINT HA0Op M30paHHbBIX
TEKCTOB «TeTpajpen», a upeorpadus, BKAIOYAs Karaurpaduio,
okazanach 3a nmpepenamu onyoankoaHHoro tekcra.’ B [Toanom
cobpanmmn coumHenmit A.C. [Tymkuna (Tom 18) wmpeorpadums
rnoara Obina ONMyOAMKOBAaHA B POAM TOOOYHOTO IMPOAYKTA €ro

2 Cm.: Bapum K. A., Topon II.X. Pykormmen @. M. NocroeBckoro: PucyHok
n kanaurpadpust // Teker u kyaprypa. Cemmnornra. TpyAbl 110 3HAKOBBIM CUCTE-
mam, XVI. Tapry, 1983. C. 140. Cm. Tawke: bapum K. A. PucyHkn B pyKonmcsix
@. M. Nocroesckoro. CII6., 1996. C. 6—14.

3 Bapwm K.A. Pucynkn B pykornmcsix @. M. Nocroesckoro; [ToprperHbie pu-
cyukn @. M. Nocroesckoro k pomany «IIpecrynnenne n nakazanme». CD-ROM,
MynAbTUMeAMITHDLI arpbom. CI16., 1999.

4 Pucynxu @. M. Nocroesckoro: Karanror // IlonHoe cobpaHue cOYMHEHUI
®. M. Nocroesckoro. M.: «Bockpecense», 2005. T. 17.

5 Ha ocHoBanuu amunbix 6ecep ¢ I'. M. @pupnsenpepom Ha a1y Temy B 1986 r.
MOTY TPEAIOAOKUTD, YTO OCHOBHOWM IPUYMHONM OTCYTCTBUSI PUCYHKOB /\OCTOEB-
ckoro B nymkuHopoMckoMm [ToaHom coGpanmm counHeHn 6bIA0 TO HEBEPOSITHOE
HarpspKeHne, B KOTopoM paborana rpymnmna no nzaanmo [ICC Aocroesckoro, Ha-
XOASICh TTOA SKECTKMM AABAEHMEM CO CTOPOHBI KOHTPOAMPYIOIIMX M3AAHME I1ap-
turtHbix opranos CCCP.
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3xarosas cucmema \ocmoesdcKozo...

TBOpYECKOro rnporecca.” B Hacrosiee BpeMst MAET MMePEOCMbIC-
neHMe ITUX TPobOAEM, BeAb PUCYHKM, CAENaHHbIE MUCATENEM
B IPOIIeCCE €ro TBOPYECKOI pabOThl, OTHIOAb He «DOKOBAST BETBD
TBOPYECTBA», BOIPEKM aBTOPUTETHOMY MHeHUIo A. ddpoca,’
HO HaXOASITCSI HEMOCPEACTBEHHO Ha My TU BBIPAOOTKM MUCATENEM
xypokecTBeHHOM GopMbl. CTAaHOBUTCSI OYEBUAHO, YTO OOBIYHbBIE
«rtunorpadCKo-mpudTOBBIE» UBAAHUS PYKOTMMCEN IMUCATENS
He BCErAa YAOBAETBOPSIIOT TPEOOBAHMUSIM, KOTOPBIE BHIABUTAIOTCST
3apadaMu Hay K.

B dopmupoBanmu 3HaveHMsI CTpaHUIlbl pykornucu J\OcToeB-
CKOT'0 YYaCTBYIOT BCE HAXOASIIIMECS] HA HEV 3HAKY, BKAIOYAST U TE,
K KOTOPBIM TPYAHO MOAOOPATH aHAAOTU M METAasI3bIKOBbIE COOT-
BeTCTBUSL. [loTOMY HEOOXOAMM TAKOWM CIIOCOD M3AAHMSI, KOTOPBIN
ObIn OB crIOcOOeH COXPAaHUTh 1JeHHYI0 MHOpMalmio, 3apUKCH-
POBaHHYIO B MAeorpadmuIecKux Tekcrax. /\nst aAeKBaTHOTO BOC-
MMPOU3BEAEHMST ITOTO MaTepyuana MPUAETCSI OTKA3aTbCST OT 11ap-
CTBYIOINIEN HBIHE M3AATEABCKO-TEKCTOAOTMYECKON MOAEAU, TAE
BO BHMMaHMe MPUHUMAIOTCST AUIIDb T€ 3HAKM, KOTOPbIE CBOAMMBI
K rpadeMaM KUPUAAMYECKOTO UAM AATUHCKOTrO aadasuTos. [lep-
BbI€ IIATM B 2TOM HApaBAeHUM yKe CAeAaHbl,® HO paboTa mpea-
cTOUT emnje 6GOAbINAST, HYYXHO TTPEOAOAEBATH METOAONOTUYECKYIO
MHEPIIMIO U TIOCAEACTBUST YK€ CAENaHHBIX ommOoKk. OmnmcoiBast
TEKCT YePHOBOJ 3aIMCH ITcATENS B BUAE OOBIYHOIO BEpOAABHOTO
«MAOKYMEHTA KM3HM M TBOPYECTBA», B KATETOPUSIX TTPOIIEAIIETO
M COBEPIIEHHOI'0, Mbl CYIIeCTBEHHO obaeryaem cebe mMccnrepOBa-
TEABCKYIO 3aAa4y, HO HEAOMYCTUMO CY>KaeM BO3MOKHOCTU U3Y-
yaemMoro matepuana. Ero pecypcbl OTKpLIBAIOTCSI MCCAEAOBAHUIO,
B KOTOPOM Y4YMUTBIBAIOTCSI BCE HAAMYHDIE 3HAKY, IPUCY TCTBYIOIINE
B pyKommicu /\OCTOEBCKOTO, a caMa PYKOMMUCH TPOYUTHIBAETCS KaK
BHYTPEHHUI AMAAOT M1caTens] C COOOM B aKTe TBOPYECKOV aBTO-
KOMMYHMKAIIVN.

B cBsI31 ¢ 3TMM BO3HMKAIOT ABa B3aMMOCBSI3aHHBIX BOIPOCA:
KaKMMU 3HAKOBBIMM CUCTEMAMM TTIONB30BAACST [\ OCTOEBCKM B ITPO-
1]1ecce TBOPYECKOV paboThl, M KAKMM CIIOCOOOM, C MaKCUMaNbHO

5 ITywrxun A.C. ITonH. cobp. cou.: B 17 .M., 1996. T. 18 (p0nOAHUTENBHDIN ).
Pucynxn. 640 c.

” 3I¢ppoc A. M. Pucynkn nosra. M., 1933. C. 18.

8 Bapwm K. A. SI3piku TBopyeckont pykommcy . M. Nocroesckoro // SI3biku
pykormcert: C6. craren. CI16., 2000. C. 122—147.
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CTeIeHbIO aAeKBATHOCTH, MOSKHO II€PEBECTYU 3TU TEKCTBHI Ha SI3bIK
Hay4uHou nybamkainmu? Kazanoch 661, ecam pyKOMUch MPeACTaB-
nsieT coOOV CAOKHBINT KOHTAOMEPAT 3HAKOBBIX CUCTEM C PA3HbI-
MM COOTHONIEHUSIMY YCAOBHOCTY M UKOHUYHOCTU B 3HAKE, CAMOE
IIPOCTOE M €CTECTBEHHOEe pellleHVe — (HaKCUMUAbHOE M3AAHME
(6ymaskHOE MAY INEKTPOHHOE ) C BLICOKOJ CTEIEHDIO MAEHTUYIHO-
CTM M pa3BepHYTBIM MCTOPUKO-AUTEPATYPHBIM KOMMEHTapueM.
Takoro poaa BO3MOKHOCTbh TPAKTOBAAACh B TPYAAX aBTOpA AaH-
HOM CTaThy,” OAHAKO B TAKOM BUAE MATEpPUAN BLITASIAUT KAK Chl-
povt 1 HeoOpaOOTAHHbBIV, €ro MpaKTHUYecKast Hay4YHasl IPUMEHM-
MOCTb T€M CaMbIM NOHMXKAeTCsl. \pPyrMu CAOBaMy, HEMHOT'O Hay-
A€TCs1 (PUAONAOrOB, KOTOPbIEe CMOTYT 3(P@PEKTUBHO IMOAL30BATLCS
3TUM NpoAyKkTOoM. C ApYroym CTOpPOHDI, B 3AeKTPOHHOV (dopMe
n3AaHMs BO3MOKHDI MHTEPAKTUBHDIE CI)OpMaTbI7 KOTOpbl€ CMO-
I'yT TPAHCAMPOBATH AMHAMMKY PYKOIMCHU KaK Mpoljecca MMcbMa,
reHe3UC MPEeACTABAEHHBIX CEMUMOTUYECKUX CUCTEM Y MHOTOYPOB-
HEBYIO CMHTAarMaTuKky maeorpaduyueckoro sisbika A oCTOeBCKOro.
BosHukaer 6onblle BO3MOXHOCTEN OXBaTa €AMHOrO TEKCTa, Ha-
MVICAHHOT'O Ha HECKOMABKMX CBSI3aHHBIX CMHTAKCUYECKM M rapa-
ANTMAaTUYECKN SI3bIKaX, 3HAKM KOTOPDbIX PACIIONO>KEHDI 11O ABYM
OCSIM: CUMYAbTAaHHBIE/TIPOTSIKEHHBIE BO BPEMEHM M MKOHMYE-
ckye/KkouBeHIMoHanbHble. Kpome Toro, nndpoBoe konmpoBaHme
C BBICOKMM pa3pelieHyreM AACT BO3MOXKHOCTD ITOAKAIOYUTD HOBbBIE
MHCTPYMEHTBI MCCAEAOBAHMSI, HAIIPUMED CIEKTPAABHbBIN aHaAU3
1JBeTa YepPHMA, KOTOPBIMU ITOAB30BAACS MMCATEND, BIIAOTbL AO MX
MMOAHOTO KaTanora, KOTOpbI, 6e3 COMHEHMS, AACT CePbe3HbIE
YTOYHEHMS BOTIPOCA O BPEMEHU 3aTTONHEHMST CTPAHUI] €T'0 «3aITIC-
HBIX TeTpaaer». BHe BCSIKOrO COMHEHMsI, 9TO TIPUBEAET K CyIje-
CTBEHHOMY TTOBBIIIEHNIO KA4eCTBa HAIIMX ITPEACTABAEHUI O TBOP-
YeCcKOM mpoijecce mucartens. '’

Cgoro paboTy Hap npousBepeHreM /\OCTOEBCKMUIT HAYMHAN
C OCMBICAEHMSI «3a4aTUIM XYAOXKECTBEHHDLIX MBICAEN», TONAb3Y-
SICb TEPMMHOAOTMEN CaMOr'0O IMCATEAS], YTO 3aCTABASINO €ro UC-
KaTbh TAKOM CIocob GUKCUPOBaHMS UAeM Ha Oymare, KOTOPBIN

9 Bapwm K.A. Vipneorpadust B pyKomcu nmcarenst M npoekT « PykorcHoe Ha-
caepmey // TIpoGaeMbl TEKCTOAOTUM U IAMIIMOHHON NpakTuku. OnbiT GpaHiyys-
cKkux u pycckux uccaeposarenert. M., 2003. C. 229—253.

10 PaGora B 9TOM HaIpaBAeHUM, COBMECTHO € pUPMON «AnbT-MHPOPMY, B Ha-
crosiee Bpemst ipoBoanTtcst B VIPAM (ITymxumuckumit Aom) PAH.
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npuodAVKan O6bl ero K MCKOMOV CAOBeCHOM (GopMe 1, OAHOBpe-
MEHHO, ObIA ObI POPMOIT HeCN08eCHOU, @ TAKXKE MOT Obl OLITL MC-
MOAbL30BaH OAHOBPEMEHHO M BMeCTe C OOLIYHOM CAOBECHOM 3a-
michbio. B 3TOM 1 3akarodaeTcst raaBHast IPUYMHA, 110 KOTOPOW
OH mpuberan K PUCYHOYHOMY U «MEePOTAMPUIECKOMY» TUCh-
My, TIEPEXOAST 3aTeM Ha SI3bIK BepOanbHO-MAeOrpapUIecKui
(«xannaurpadusi») u, 3atem, BepOaAbHBIN (YepHOBAST 3aINICH).
B aTOM mporecce CMHXPOHHDBINM M AMINEHHBIM TEMIIOPAABHOCTH
HarnSIAHO-MOTMBMPOBAHHBIA  3HAK MAEOrpaduUu  MepexoAnn
B AVMHEVHbIV, PA3BEPHYTLIV BO BPEMEHU MMOHSITUIMHDIN 3HAK, 00-
Ppasyomuin CHHTarMaTu4eCckyIo OCh ITpon3BeAeHusl. /\orndeckast
CTYIEHYAaTOCTb ABVMKEHMSI «MAEW» OT HEIMOCPEACTBEHHOTO BU-
AEHMST K «OCTPaHEHHOMY» HaPPATUBHOMY BBIPaskeHMIO TTpUBeEna
K BO3HUKHOBEHUIO B PYKOMUCSIX /\OCTOEBCKOTro mpeorpadmie-
CKOTO SI3BIKA, COCTOSIIETO U3 MSTU OCHOBHBIX CAOEB. DTU 00-
pasymoime npeorpadmnio AOCTOEBCKOTrO MSTh SI3LIKOBLIX CUCTEM
«TBOPYECKOTO AHEBHMKa» /\OCTOEBCKOTrO CBSI3aHBbI MEXAY COOOM
CHCTEMHOV CBSI3bI0, KAXKAAST M3 HUX YKa3bIBAET HA ONPEeAENEHHDIN
y9aCTOK MapIipyTa, BEAYIIEro K CO3AAHUIO XYAOXKEeCTBEHHOW
$opMbI.

1) «ITopTpeTbr» — M306paskeHUsT MY>KCKUX, KEHCKUX U AET-
CKMX TOAOB: Kak MPaByuA0, 3AeCh HAONIOAAETCST BLICOKAST CTEIEeHD
1306pa3nTeNbHOIT MOTUBMPOBAHHOCTH, B PSIA€ CAydYaeB OHM HO-
CSIT BeChMa YCAOBHBIN xapakTtep (0coGeHHO B pyKomucsx K «be-
cam», «IToppoctry» n «bpatbsm Kapamazossim» ). HexkoTopbie
13 M300paskeHHBIX AUI] MOTYT ObITh MAEHTUMUIIMPOBAHBI UAU
ykaspiBaTh Ha nmpototurnsl (Hanpumep, M. C. Typrenes, B.T. bBe-
anuckmit, M. M. NocroeBckun, T.H. I'panoBckuit)." \pyrue pu-
CYHKM TIPEACTABASIIOT COOOM MKOHOrpaduvIeckoe OTpeAereHme
«\m1a MAem» TaaBHOTO repost.’” CeMaHTUYECKaAsT CBSI3b MEXAY
«rmoptpetamMm» \OCTOEBCKOTO M OKPY>KAIOIMIMMIU UX 3ATTUCSIMU AO-
KasaHa, OAHAKO, ¥ pacCMaTpUBaeMble BHE KOHTEKCTA CTPAHUITHI,
TU PUCYHKY COXPAHSIIOT CBOE MKOHOTpapuiIecKoe 3HaYeHNeE.

2) «T'otuka» n «xpecronser». «['otuvyeckme» pucynku /\o-
CTOEBCKOTO BpeMEeHaMM TPAKTOBANMCHL KAaK OPHAMEHT, OAHAKO
Ha CaMOM AeA€ Mbl MMEEM AEAO C Pa3BEPHYTLIM MHEMOHMYe-
CKMM TEKCTOM, 3amnpPOBAHHBIM OCOOBIM «TOTUYECKUMY» KOAOM,

" Pucynku @. M. Nocroesckoro: Karanor. Ne 63, 540, 8, 451.
12 Tamke. Ne 47, 48, 65, 66, 74, 77 v Ap.
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XOpOINO TIOHSITHBIM aBTOpy. Ha OcHOBe KOHTypa cTpenb4aTon
apKky ¢ y3opdaToyt paszpenkoyt J\OCTOeBCKMI CO3AaeT HiMpodant-
mun crekTp GopM; 3aMeTUM, YTO HU OAVMH U3 «TOTUYECKUX» PU-
CYHKOB He TIOBTOPSIETCSI, PABHO KaK M He BBIXOAUT 3a ITPEeAeAbl
OITpeAeAeHHOTO YCTOMYMBOTO MHBAPUAHTA, Yallje BCero OCHOBaH-
HOTO Ha apxXMUTeKTYpHbLIX AnHUsIX KeabHckoro cobopa. MuBapu-
aHTHOe 3HaYeHMe HTOro 3HaKa CBSI3aHO C MAEeN NMNACTUYECKH CO-
BepieHHON GOPMbI.

3) «Kaanurpadus» /\ocToeBCKOro, Kak 3aMeTUAM ellje Tep-
BbIe VICCAEAOBATENM «3AMMCHBIX TeTpaaern» B 1920-e rr., OTHIOAD
He «mpormcu». JToT paspen uaeorpadum AOCTOEBCKOTO CBsI3aH
C ACTeTUYECKMM T[epPeXXKMBAHMEM IMCcATEeNeM CaMOro mpoljecca
M1CbMa, MMCbMEHHOM rpaduKy KaKk BHEITHErO BbIPAXKeHMsT COKPO-
BEHHOTO, 'AYOMHHOTO CMbICAA CAOBA. 3JHAKU «KaAAUrpaduyiecKko-
ro» sI3bIKa aKTYanM3UPYIOT CEMAHTUYECKUIN TMOTeHIMan MMeHU
B MaKCMMyMe €ro BHYTPEHHEN M BHENIHEN CBSI3HOCTU, (pOpMUPYsI
CBOEro pOAa «CTyIIeHUST MBICAM», MOAB3YsiCh TepmuHom A. ITo-
TebHM. "

4) Cwunrakcudeckne 3Ha4kM J\OCTOEBCKOTO, CO3AAHHBIE UM
Ha OCHOBE KOPPEKTOPCKMX 3HAKOB, B BUAE KPYTrOB, TPEYTrOAb-
HMKOB, TPSIMOYTOABHUKOB, KPECTOB Pa3AMYHOM (POPMbI U KOH-
durypammm, mpakTUYecKu MOAHOCTLIO TEPSIIOT CBOK M300pa-
3UTEABHOCTb M KOHKDETUKY 3HA4YEHMsI, COXPAaHsIsSi T€M CaMbIM
BO3MOXKHOCTb OBITb CBOErO POAA «IIPEAAOTAMU» U «COIO3aAMI»
upeorpaduyueckon rpammatuku JAoctoeBckoro. Yaije Bcero nm-
caTenb UCIIOAB30BAN UX MTPYU paboTe HAA OKOHYATENbHBIM HOPMU-
pOBaHMeEM KOMIO3uUIMn cBoero tekcta. OcobeHHO MHOTO Takux
3Ha4YKOB B pykormcsix JAoctoeBckoro 1970-x rr. — «IToapocToky,
«Bpatbsa KapamaszoBb», « \HEBHUK myicaTeAs».

15 Cm.: Bapwm K. A. Tormaeckmit neporand Aocroesckoro // HAO. 5/1999.
Ne 39. C. 59—85.

14 Cp.: «4I npeapnonararo, 4To 0AMH 13 crioco6oB “cryujerust” B amsitu — 3TO
[€PEKOAMPOBAHME IIPOAONKMUTEABHOTO BIIEYaTAEHMSI B (POPME KOPOTKOTO OIyca-
HUSI — MOKET ObITb, AaXKe B OAHO CAOBO — B HaAEXAE Ha TO, YTO BIIOCAEACTBUM
A€Tany MOryT ObITb BOCCTAHOBAEHBI OAAroAapst XpaHeHMIO B MaMSITV KPATKOIro
Bep6anbHOro omvcanmst uan sipavtaka». Crobun J\. Ilcuxoamursucrtuxa // Crno-
6un Asx. I'bun. Ilenxonmnrsuctuxa. M., 1976. C. 176.

15 Cm. 06 aTrom: Tapacosa H. A. YcnoBHble 3uaku J\octoeBckoro (Ha MaTepua-
ne 3arcHbIX Tetpapent 1875—1876 u 1876—1877 rr.) // NocToeBckuit u MyupoBast
kyabTypa. CII6.; M., 2004. Ne 20. C. 375—394.
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5) Bep6anbHbie 3amcu \OCTOEBCKOrO, BBIIIOAHEHHBIE C T10-
MOIBbIO OOBIYHOM CKOPOIMCH, OOPA3YIOT B «3aAIMMCHBIX TETPAASIX»
CBOETO POAA «KOHCHEKTBIY GYAYIIMX ITPOU3BEAEHMI, HAOPOCKOB
OTAENBHBIX CIIeH U pabyAbHBIX Y310B. B 3TUX TekcTax Takske Bpe-
MeHaMM COXPAHSIETCSI KAY€CTBO MHEMOHMYECKOTO ANUIICA, B PSIAE
CAy4YaeB HEAOCTYITHOTO MCTOAKOBaHMIO. ' OAHAKO 3TO MOCAEAHSIST
CTYIMEHDb MMPOIfecca, 3a KOTOPOI CAeAYET HAMMCaHVe OKOHYATEND-
HOT'O TEKCTA ITPOU3BEAEHSI.

3ameTuMm, 4TO ITOT CAOV PyKomnucen \OCTOEBCKOTO, TIOAYYMB-
mun HanboAblllee MPU3HAHME B aKaAeMUYeCKO HayKe, TeKCTO-
NOTMYECKM MCYEPTIaH AaAe€KO He MOAHOCTDBIO: BO BCEX U3BECTHBIX
HaM HY6J\I/IKaLII/I$IX «3alImMCHbIX TeTpaAeI;I» NpakTMYeCKM HMKAK
He YYMUTBIBAETCSI CEMAHTMKA MTPOCTPAHCTBEHHOTO PACTIOAOKEHST
3amcy Ha CTPaHuIle OTHOCUTEABHO APYTMX 3aMCeN M PUCYHKOB.
B ayumem cayvae upet peub o mpocTom AeneHnn Ha ab3anrbl. Oa-
HAaKO cTpaHuija pykormcu /\0CTOeBCKOTro Kak Ha4aabHasi MOAENb
MMPOCTPAHCTBA €ro MPOMU3BEAEHUsI CTPYKTYPHO U CEMaHTUIECKN
HacblljeHa: OTAE€AbHDbIE 3allMCU M MAEOTPAMMbI B ITPOCTPAHCTBE
«3aMMCHOM TETPAAV» M HA YPOBHE MMPOCTPAHCTBA CTPAHMUITHI BCTY-
MaroT APYT C APYTOM B CAOYKHBIE M B BBICIIEN CTEITEHN MHTEHCUB-
Hble ceMuoTudeckue oTHoleHust. O6pa3yeTcsi MHOroypoBHeBast
cucTeMa, B KOTOPOV KaKADLIV U3 dNeMeHTOB (PYHKIIMOHANBHO CBSI-
3aH CO BCEMM OCTANbHBIMM.

MbI MCXOAMM 13 TOTO, YTO TEKCTOAOTMYECKUI MOAXOA K «3a-
MMMCHBIM TeTPaAsIM» /\OCTOEBCKOTO AOAYKEH OTIPEAENSITHCS MC-
KAIOYMTEABHO KAavYeCTBEHHBIMM XapaKTEePUCTUKAMM CaMOTO
matepuana. [lepBbIM yCAOBMEM SIBASIETCSI TIPU3HAHME TOTO, YTO
TEKCT YepPHOBOW PYKOIMCHU THUCATENST HAMMUCAH He Ha OAHOM
TOABKO BepOanbHOM sI3bIKE, COMPOBOXKAAEMOM HEKUMU PU-
CyHKaMVI, HO Ha HECKOALKMX s3bIKdX, CBSISAHHDbIX CE€MaHTM4Ye-
CKM M OPraHM30BaHHBIX B HeKkoe eAMHCTBO. CeMmoTmMyeckme
B3aMMOAEVICTBUSI BHYTPU CUCTEMBI MAYT M Ha YPOBHE SI3bIKA,
M Ha YPOBHE COOOIIEeHMsI, B paMKax 3TOrO TPUHIIMITA BCE PU-
CYHKM W 3armcu, BCe 3HAKW, Kakue Mbl MOXKeM OOHApy>KUTh

16 ABTOKOMMyHVIKaL}MOHHbIe 3anmcy HepeAKO BOCHPUMHMMAIOTCS KaK ITOAHAsT

GeccmbIcANIa, TPOBOLIMPYSI SKeAaHMe OTMAXHYThCSI OT HUX; IPUYMHA 3aKAI0YaeT-
CsI B TOM, YTO «TEKCT HA OMPEAENEHHOM yPOBHE BOCIIPUSITUSI MOXKET BeCTH CeOst
KaK CAOYKHO IMOCTPOEHHOE aceMaHTudeckoe coobmenney. lomman FO. M. ABro-
KOMMYHUKaums: «5I» n « Apyrom» kax aapecats! / BHyTpy mbicasigmux Mupos //
Nomman FO.M. Cemmnocdepa. CII6., 2000. C. 171.
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Ha CTpaHulje PyKONMCH, BHE 3aBUCUMOCTM OT UX IPUBAEKA-
TEABHOCTM, MMOHSITHOCTU UAM CBOVICTB BHelIHero opopMAeHMsI,
00naAAI0T MPUHIMIMAABHO OAMHAKOBOM WMHGOPMAIIMOHHON
LIEHHOCTDIO. Takom noaAxoA TpebyeT nmpusHaHust pykonmcu o-
CTOEBCKOI'0 KaK MPOTSI)KEHHOW AMHAMMYECKOV CUCTEMBI, KaK
ITPOAOASKAIOIIErocsl CEMMO3MCA, B KOTOPOM BCE PeITpe3eHTU-
poBaHHbIe 3HaKM QYHKIJMOHANBHO HEOOXOAVMBI €AMHOMY AMC-
KypcUBHOMY 1jenoMy. MHOrokaHanbHOCTb TEKCTOBOIO ITPO-
1ecca B TBopyecTBe J\OCTOEBCKOIO He SIBASIETCSI OCHOBaHUEM
ANSL YTBEPSKAEHMSI, 4YTO ITOT IMPOIJeCC Pa30UT HA He CBSI3aHHDIE
MeXAY coOoM (pparMeHTBbI. \Asl OCMBICAEHUSI CTPATErMU TeK-
cToBoro rpouecca \OCTOEBCKOr0O Man0 XPOHOAOTMYECKOTO
paccnhoeHusl ero pyKoIlcern, HeOOXOAMMO HAaWMTU MYTU ABU-
SKEHMST XYAOXKECTBEHHOM MAEM IO AMHMUSIM Pa3nAMYHBIX 3Ha-
KOoBbIX popmaToB. Ha TpebyeMoOM ypOBHE TEKCTONOTUYECKOTO
cOepeskeHMsT CMbICAA MBI IPMHMMAEM CTPaHULy pykommcu No-
CTOEBCKOT'0 KaK MOAEAb ITIPOCTPAHCTBA-BPEMEHM OYAYIIEro Xy-
AO>KECTBEHHOT'O MMPA, 'A€ B CEMMOTUYECKOM B3aUMOAEVICTBUN
IIPOMCXOAMUT O3HAYMBaHMe KOMIIOHEHTOB [TOITNYECKOr'O SI3bIKa
U 3apOsKAAeTCsl XyAOXKecTBeHHas popma. '’

Henb3st He yuuTBIBATH IPU 3TOM, YTO B ITPOLIECC CO3AAHMSI TTU-
careneM OYepeAHOTO IPOU3BEAEHUS, KaK MPaBUAO, BKAIOYAAVICH
6Ce TEKCTBI BCEX €TI0 MPEABIAYIINX «3AMMMCHBIX KHUKEK», Y [T03TO-
My F'OBOPUTDb O «4€PHOBBIX HAOPOCKAX» K TOMY VAV MHOMY ITPOU3-
BeAEHUIO BO3MOSKHO, MMesl B BUAY 3TO 0OCTOSITEABCTBO.

17 Cp. onncanne tBopyeckoro npouecca [1. A. @nropenckum: « Tam u Ty T KUA-
KO paccesiHHbIMM 3B€3A0YKAMM BCIBIXMBAIOT OTKAMKM CnoBa; yale 1 yaije Menb-
KaeT AydeszapHasi MICKOPKa — 9TO OAHA U3 ITBIAMHOK [TOIIaAd B 30A0TOV CHOTI AYYelt;
HaKOIASIIOTCSI CBETOHOCHDIE OPBI3IH, IEPEKAVKAIOTCSI, Y BCSI TOBEPXHOCTb MOPST —
LIYMSIIIEro M MsITYIJerocst MHOrOroa0BOro YyAOBMINA, CTAAA NFOACKOIO — IMTOKPbI-
BAETCSI HEXKHO CIIAETEHHOV CEThIO — KPY>KEBOM MepLaloniert MeHbl M MUpUapaMu
OaecTsiyx MCKOPOK. Mbl He MOSKEM He XAAThb, YTO BOT-BOT CUSIHME PAZOABETCSI
10 BCeV MOBEPXHOCTHM, 3aXBATUT CBETAOKD CKATEPTHIO BCSIKOI'O, KTO HE XOTEN
TOABKO CaM TIOIPY3UTHCSI BHU3, B XOAOAHYIO TEMHYIO BAAry, He MOKEM Mbl OTpe-
HMIUTBCSI OT BIIEYATAEHMsI, YTO OTAEAbLHDBIE OTKAVKM HE CErOAHSI-3aBTPA COABIOTCSI
B OAMH [TONHO3BYYHBIM aKKOPA, ¥ Xa0TUYECKOe MOPE, MSITYIe€eCsl, BBIKPUCTANN-
3yeTcsl B rOTUYeCKMe KPY>KeBHbIE cOO0OPBI, B CTPONHYIO My3bIky [lepksmy. I[Tepe-
mucka I1. A. @nopenckoro ¢ Auppeem Beavim//Konrexer. M., 1991. C. 32.

18 Haumnasi HOBBIV pOMaH, OH 4acTO o6paiancst K ce6e ¢ TpU3LIBOM: «CMOTPU
B crapoix KHMKKax» (Jocmoesckutt @. M. IToan. cobp. cou.: B30 T. A, 1976. T. 17.
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Cumsoa, neporand n ambaema

Bornpoc o cpaBHeHMM 3HaKa PUCYHOYHOTO MUcbMa J\OCTOEB-
CKOTo C IPEeAMETHO MOTMBMPOBAHHLIM M300pa>keHMEM, MePOo-
rAngoMm 1 HIMOAEMO PeNaeTcst B CEMAaHTUYECKOM COOTHOIIEeHUN
MeXAY MKOHMYECKMM 3HAKOM M ero BepHanbHbIM COOTBETCTBU-
eM. VIKOHMYeCKMI 3HAK CTPEMUTCST K 0O03HAYEHUIO EAVTHUIHOTO
M KOHKPETHOTO, B TO BPeMsl KaK KOHBEHIIMOHAAbHBI 3HAK ab-
CTpaKTeH U IMTOTEHIIMAABLHO CTPEMUTCSI 0603HAYNUTH COOOIO «BCEY.
TTocTpoeHHDBIT HA OCHOBE METOHUMMUM U MHAEKCAABHOCTHU CMMBOA
BCeraa 3HadyuT OOABbIIE TOrO, YTO OH €CTh, M 0003HAYaeT COOOM
ADPYTroe, KYALTYPHO 6Oonee 1leHHOE COAepsKaHue; orpeAeneHHast
M He3aMeHMMast GYHKIIMS CUMBOAA — 3HAKOBOE BbIpAsKeHME 3a-
MpeAenbHOV M BHE3HAKOBOM cymHocTH. ¥ Bo3pacraHnme cemaHT-
4eCKOr'o MPOCTPAHCTBA CAOBA TOBOPUT O €r0 ABMKEHUM K CUMBO-
MY, C ADYTOV CTOPOHBI, CUMBOA, B OTAMYME OT CAOBA €CTECTBEH-
HOT'O SI3bIKA, 9TO MKOHMYECKNUI 3HAK, OH MOKET ObITH ITOHSIT KakK
mneporand, ¢ MTOMOIILIO HEMTOCPEACTBEHHOTO M300pa3nTeAEbHOTO
MOTHMBA YYaCTBYIOMMIT BO MHOTUX VAV BO BCEX SI3BIKAX KYABTYPBHI.
Jmest popManbHyIO OCHOBY B MepOTAU(dE, UCTOPUYECKN CUMBOA
BO3HMKAET B AOMMCbMEHHOM 3MOXe, CTAHOBSICh OCHOBHOM HOP-
MOV HAKOTIA€HMSI MHEMOHMYECKYX [TPOrPAaMM KYAbTYPbI. DTOT XKe
MeXaHM3M HaKOIAEHMST CMBICAA B C)KATOM, CBEPHYTOM, «CTYITeH-
HOM» BVAE OKa3bIBAETCSl aKTyaneH AASI TBOPYECKOTO ITpoljecca
mcaTens; Ha4anbHDbIE ITAIBI €r0 PAOOTHI HAA XYAOXKECTBEHHON
dopmort paKkTUYECKU TMOBTOPSIIOT B CBOMX OCHOBHBIX 4YepTax
GYHKIIMOHANBHbIE OCHOBBI AOMMCbMEHHOM KYALTYpbl. B 060-
MX CAyYasiXx BOZHMKAET IMPOIIECC OHTOAOTMU3AIMMU U DTUYECKOTO
OonpaBAaHMs OIIPEAENEHHOW TOYKM 3PEHMs] HA MUP, CBSI3AHHBIN
C HEOOXOAMMOCTBIO OTIEPUPOBATH OOABIIMMU CMBICAOBBIMM TIAA-
cramu, 3apUKCUPOBAHHLIMU B TIPOCTOM M A€T'KO 3aTOMUHAEMOM
BuAe.” MHeMOHMYeCKast M KpeaTUBHAsl QYHKIIMU CMMBOAA 3A€Ch

C. 7. Nanee cCbIAKM Ha 3TO M3AAHME — B TEKCTE C yKa3aHMeM TOMa M CTPAHUIbI ),
«cm. B ctapoit kaure» (16, 243).

19 Cm.: Nomman FO. M. CumBoa B cucreme kyabtypst // Nomman FO. M. U3-
6pannbie cratou: B 3 1. Tanauu, 1992. T. 1. C. 191—199.

0 Henb3st B CBsI3M C 5TUM He BCIIOMHUTb FepMEHEBTHUYECKVE PYKOBOACTBA
10 MHEMOHMKE, A€ aBTOPbI COBETOBanM 3arlOMMHATL AETAaAM COOLITMI U TeK-
CTOB C IIOMOIILIO CIIEMANBHOIO BLIPAGOTAHHOI'O MAEOrpadpuuecKkoro si3biKa.
Cm. 06 atom: lypusa A. P. Manenbkas KHiKkKa o 6oapmorn namsiti. M., 1968. C. 21.

161



Koncmanmun Bapwum

MAYT pyka 06 pYKY: BKAIOYASICh B KOHTEKCT, CMMBOA BbI3bIBAET
CEMMOTUYECKUI B3PBIB, CBSI3bIBAST TEKCTHI M MTOPOKAAST OONABIIIOE
KOAMYECTBO KOHHOTAIIMIA, ITPU ITOM, YTO OYE€Hb BaKHO, COXpa-
HS$IST CBOTO CEMAHTUKY M CTPYKTYPY.

CraapnanbHOCTL 0Opa3oBaHMsl TPOMA B XYAOXKECTBEHHOW CU-
creme J\OCTOEBCKOTO OOHApy>XMBaeTCs] B pa3AnyHbIX Gopma-
Tax 3HAKOB, PEMPE3EHTUPOBAHHBIX B €r0 PYKOIMUCSIX. DAEMEHTHI
naeorpadmUm mcaTeAst MOTyT OBITh TPAKTOBAHBI KAK MEPOTAUDBI
u 3MOAEMDBI, TSITOTEIONME K CUMBOAMKE, HETTOCPEACTBEHHO yKa-
3bIBast HA PPAa3eoNOrMI0 M CUMHTAKCUC BHYTpeHHeN peun /\ocTo-
€BCKOro, ¥, B 0OpaTHOM HallpaBA€HUM — Ha OCOOEHHOCTU I103-
TUKM €ro MPOMU3BeAeHNIT. B MKOHNYECKOM aneMeHTe 3aKAI0YeHO
MpeAncaHe K OTPAaHMYEHMIO YMCAA BANEHTHOCTEN BCErO TTOHSI-
tusi. [ToaTomy mpeorpamMmmer /\OCTOEBCKOTO 3akAlO4amOT B cebe
Ha YPOBHE MPETEKCTA HE TOABKO MOAENb BPEMEHM-TTPOCTPAHCTBA
OYAYIIEro TPOM3BEAEHMSI, HO M YKa3bIBAIOT HA (pOPMATDLI TPOIIOB,
CBOVICTBEHHDBIX €70 MTO3TUYECKOMY SI3BIKY.

Aast Toro, 4ToObl BbIpabOTATh HOBbIE 3HAYEHMS, UCTIONDB3YSI
HaAMYHbIE 3HAKM KOMMYHUKATUBHOIO PYCCKOTO $I3bIKA, TIM-
caTenro HeOOXOAMMO OBIAO OCBOOOAUTHL MX OT BAACTU KAUIIE.
M peorpadudecknit s13bIk GOPMUPYET 3HAYEHUS U3 3HAKOB, TAE
AEHOTATBI AeTKO CHUMAIOTCSI CO CBOUX TTPUBBIYHBIX MECT; B UAEO-
rpadmIeckoM 3HaKe MOHSITHME BO3BPANIAETCSI K CBOEMY IMEPBO-
OBLITHOMY «KOMITAEKCHOMY» COCTOSTHUIO, TTOYTHU AUIIASICh CBOETO
pedepeHTa U MOrpysKasiCh B MyYMHY MHTEPTEKCTYAALHBIX CBSI-
3e11. OCBOOOXXAEHHDIVT OT HACENEHHOCTU YY>KUM CMBICAOM 3HAK
CTAaHOBUTCSI HE MTPOCTO HEKOW «AeTanbio» OyAyIIert KOHCTPYK-
1M, HO T€HETUYECKMM OCHOBAHMEM KOHCTPYKIIUM, OTIPEAENSIST
OyAyIIVEe 3HAYEHUs] CMHTATMaTUYeCKOM OCU HAPOXKAAIOIEVICST
XYAOKECTBEHHONM CTPYKTYPbI. A\OCTOEBCKMUIT HE MOT HE MMOYYB-
CTBOBATh, YTO MApaAUTMaTUYECKIE CBSI3M B €r0 PUCYHOYHOM
mucbme (mpeorpadum) pes3Ko YCUAMBAIOTCS, a4 CUHTArMaTu-
YecKkyue — MapaloT VAU CYNIeCTBEHHO MEHSIIOT CEMaHTUYECKYIO
npupoAy. MHOro sI3bIKOB B MpOIjecce aBTOKOMMYHUKAITUM —
TO U €CTh CEKPET PUAOCODCKOM M XYAOKHNIECKON TPOAYKTUB-
HocTu \OCTOEBCKOTO.”

2 «Mexxpy nepBOHAYaNbHBIM COOOLJEHMEM M BTOPUYHBIM KOAOM BO3HMKA-

€T HalpspKeHre, ITOA BAUSIHMEM KOTOPOI'O ITOSIBASIETCSI TEHAEHIIMSI MCTOAKOBDI-
BAaTb CEeMaHTUYECKME INEMEHTDhl TeKCTa KaK BKAIYEHHbIE B AOIIOAHUTEADBHYIO
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Peunr mper o cMeHe MopanbHOCTEN B IIpollecce IychbMa, 3a
CYeT IMepexoAa OT HEMOCPEACTBEHHOTO 3PUTENBHOIO BIleYaTAE-
HUST K €r0 OMVCAHUIO B CAOBE, OT BUAEHUST «KPYTrO30pHOTO» (OT
cebst) — K BMAEHUIO «OKPYKHOMY» (OT «ApYyroro»), oT 3Haka
HeBepbHANbHOTO — K 3HAKY YCAOBHOMY, BepOANBHOMY, OT BUAEHMST
MUpa B KATETOPUSIX HEHAPPATUBHOIO «BHYTPEHHErO SI3bIKA» —
K HappaTUBHOMY AMCKYPCY Kak OMMCAHUIO cOObITUsI. Ecam am-
OnemMa CKAOHHA K MTOBECTBOBATEABHOCTHM, TOBOPST O HEKOM 0ObEK-
Te C OMpPeAeNeHHON TOYKM 3PeHMsI, TO neporand o6amke xk mmudy,
umest riepep, COOOM B KaYeCcTBe CEMaHTUYeCKOM MePCIIeKTUBbI Pu-
HAaAMCTCKMIT CUMBOA «Bcero».” Co3paBaeMblit rycateneM «Kpy-
ro30p» Teposl TSIrOTeeT K ueporandy m mmdy, B TO BpeMsT Kak
€ro «OKpy>KeHue» TMoApaszyMeBaeT COOBITUMHOCTb-2 KAk Happa-
1IMIO, TPEACTABAEHHYIO KOHKPETHOWM CMbICAOBOM 3MONEMATUKO.
B 4yepHOBBIX 3ammcsix «3anmmcHbIX TeTpaaein» J\ocToeBckoro dax-
TUYIECKY TTPOUCXOAMNAO CEMUOTUYECKOE ABVKEHIME O MAPIIPYTY:
cumMmBon—ueporanp—asmbarema—caroso. Ot GecripepenbHOr0 0060-
3Ha4YeHMs BCeoOIjero ObITUSI B eAMHUYHOM 3HaKe K 0003HAYeHUIO
YaCTHOT'O EAMHUYHOTO OBITHUSI 38 cYeT GOPMUPOBAHMST MOAEAU OBbI-
TUSI KaK TPAHCIIeHAEeHTanbHOT'O O3HAavaronjero.

B neporandge nmposiBaeH Ha4aAbHBIN ITAI TTPOIjecca MOPOKAe-
HMST HOBOTO CMBICAA: PE3KOE pacivipeHye 3HaYeHMST [TPOVCXOAUT
3a CYeT Pa3PbIBAHUSI CBSI3U MEXAY MKOHMYECKMM IAEMEHTOM 3HaA-
Ka 1 ero pedepeHToM. B pesynabrare pasnoskeHMsT MKOHUIECKON
COCTaBAsIIONIeVT 3HaKa Ha (ppakTanbHble CerMEHTHI M 00pa3oBa-
HMsT 0603HAYEHUST CMBICAA, UKOHMYECKM HEe MOTUBUPOBAHHOTIO,
BO3HMKAET HOBBLIM KOHBEHIIMOHAALHBIN 3HAK, KOTOPDLIT MOYXET
CAYKUTH INEMEHTOM CNAOBECHOW (OpMBbI Mpom3sBepeHmst. Tpak-

CHMHTAarMaTu4eCcKyr KOHCTPYKIMIO 1 [TOAYYAON]ye OT B3aMMHOV COOTHECEHHOCTU
HOBbBIE — peAsIIOHHbIe — 3HaueHns». /lomman FO. M. BHYTpM MBICASIIIINX MUPOB.
C.171.

2 Tlo muenuio E. T'puropbeBont, aM6aeMa — 3TO CBOEro POAA TYIIMKOBASI BETBD
Ha Iy TH OPOXKAEHMS] MH(OPMAaLMK, C APYTOy CTOPOHBI — CBOEro poAa cend Ans
coxpaHeHus! MHpOpMALMM B HEM3MEHHOM BMAE, [IPEAOXPAHSIIOIIEM €€ OT paspy-
nreHnst, Hekue MHGOPMALMOHHbIE KOHCEPBBI, A€ Y30CTbh M NOKAALHOCTL CMBICAA
cO4YeTaeTcsl CO ClIOCOOHOCTBIO COXPaHeHNs! ero HemaMeHHocT!. I'puzopwesa E. Im-
6aeMa 1 corpepenbHbIe SIBAEHMSI B CEMMOTUYECKOM acriekTe nx GyHKIMOHUPOBA-
uust // Cemmoruka 21. Tapry, 1987. C. 80—83.

% Cp.: «/Ms onpepensietcst aunib ypes cebsi, M MOABECTM K HEMY CO3HaAHME
MOSKeT AMIIb XyAOXeCTBeHHbII obpas, ecan HeT mpsimot MHTyuuum». Propen-
ckui I1.A. Cou.: B4 1. M., 2000. T. 3 (2). C. 214.
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TYsI MepOrAn@ Kak MepBUYHBIN YPOBEHb CEMAHTU3AINMU, MOXHO
MPeACTaBUTh €ro B BUAE 3Tara B CO3AAHUM KOHBEHIIMOHAALHOTO
3naka. Maeorpadust \OCTOEBCKOro BO3HMKANAA B UTOT€ PE3KOTO
pacupenust cdepbl 3HaYeHMs CAOBECHOTI'O 3HAKa, B 0OpeTeHnn
MM HOBBIX KOHTEKCTOB U, HA0OOPOT, OrPAHUYEHUI BAAEHTHOCTU
cocTaBasitomux aneMeHTOB. CTPYKTYPHO CBsSI3BIBASICH C HEKOM
cnroBecHOV GOPMYNOIT, CMMBOA B upeorpadun \octoeBckoro ob-
pamnjaeTcst B 3MONeMy; TPOUCXOAUT pe3Kasi KOHKPeTU3arus Cum-
BOoAMYecKoro 3HadeHust. [loposkpeHre croBa U3 3puUTENbHOTO 00-
pasa (orbITa BUAEHUST C OTTPEAENEHHON TOYKM 3PEHMST) CBSI3aHO
C TIPOIIECCOM CUMBOAMBALINY, TA€ COOBITUITHOCTD-2 KaK paccKasaH-
Hasl UCTOPUSI O HEKOM COOBITHM OOpamaeTcst B COOBITUIMHOCTb-3,
A€ YaCTHOE COOBITIME HEKOV OTAEABHOM KM3HM CTAHOBUTCSI 000-
3Havyarommum TBOpeHMsI B 1]eAOM, TAK)Ke MEeTOHUMUYECKI CBSI3bI-
Basl HA€MEHTBI 3Haka. B CBSI3M ¢ 3TMM BCIIOMMHAETCST M3BECTHAsI
CeMMOTUYeCcKast Urpa, B KOTOPOW K 3apaHee 3aAaHHOM 3PUTEADL-
HOW KapTUHE TMOACTaBASIIOTCSI CAYYalMHO BLIOPAHHbBIE 3arONOBKU
razeTHbIx repepoBui]. Korpa mmcartenb MOACTABASIA 3AEMEHTDI
ncxopHoro ¢GabynbHOro MarepMana K HEKUMM CUMBOAMYECKUM
dopmynam mnctopmuu EBporibI, OpOKAANMCHL caMble HEOXKMAAH-
Hble CMBICADI, TEM CAMBIM ITPOAEAbIBANACH paboTa o GopMupoBa-
HMIO 3MONEM; 3aTeM 3TU 3MOAeMbl (POPMANLHO PA3BOPAYMBANCH
OT MPOTUBHOTO, 0Opamjasicb B neporandui. Crepbl TAKUMX CeMaH-
TUYECKUX [TI€EPEBOPOTOB Mbl BUAUM HA CTPAHUIIAX €r'0 «3AMMCHDIX
TeTpapern». Ho He TOAbKO — PSIA KOHCTPYKIIMI TAKOTO POAA T10-
ran M B OKOHYATEALHbBIA TEKCT €ro MTPOU3BeAEHMSI.

TakoBbl «mpoOb» J\OCTOEBCKOro, KOTAa OH IpuAaran us3-
BECTHbIE VICTOPUYECKYE KOHIIEMIIUN U AESTHUSI «BEAUKUX NIOAEVD
K COBPEMEHHOMY COOBITUITHOMY MaTepuany, B3sITOMY HEIOCPEeA-
CTBEHHO M3 ra3eTHbIX coobmeHmnrt. Bo3bmem mzobpaxxenne Ha-
noneoHa bonanapra Ha crpanuile ¢ «raanom» «lIpectyrnnenns
M HAKa3aHUS», TAEe OKPY>KAIole PUCYHOK 3ariCcy TPUAAIOT CUM-
BONY «BEAMKOrO YenoBeKkay 3aMOnematuyeckoe 3HadeHue.” Kak
3To nmpoucxoant? Cas3biBast upeonornto Hamoneona bonanapra
C yCAOBUMSIMM OLITOBOM U colManbHOM peanbHocTu Poanona Pac-
KOABHUKOBA, \OCTOEBCKUI MBITAETCSI ONUCATh KAYeCTBO BOCIIPU-
SITUSI MMpa ¢ 00pa30BaHHON TaKUM 00pa3oM To4YkM 3peHunst. CHu-
SKeHMe CUMBOAMKM «BEAMKOTO 4YenOoBeKa» ITPOUCXOAUT 3a CYeT

24 PTAM, . 212, om. 1, ep. xp. 4, a. 95.
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BHeceHMsl B OKpy>KeHne 6uorpadudeckoro Hamoaeona bonanap-
Ta ANEeMEHTOB OKPY KeHMsI PackonbHMKOBA:

«Harmoneon, mupamuapl, Batrepnoo — u Tomas rapeHbKast perucrpa-
TOpIIA, CTAPYILIOHKA, IPOLJEHTIINI]A, C KPACHOIO YKAAAKOIO II0A KpOBa-
ThIO <...> TOAe3eT AU, AecKaTh, HamoneoH mop kpoBaTh K “cTapyiioH-
ke”l» (6,211).%

Psinom c msobpaskenem Hammoneona J\ocToeBCKMIT 3aIMChIBAET:

«B mneuke 6axpoma HezameTHa. S 3acmesincs: “Kax s1 Buepa mor To-
ckoBatb 06 atom? "y (7,77).

Broport choit obpasoBanmst aMO6AeMaTUYECKOTO CMbICAA U T10-
POSKAEHMSI Ha ero OCHOBE TPOIIa MBI BUAMM CITpaBa OT U3o0paxke-
Hust «Hanoneona». \ocToeBckum AenaeT 3aech Kanaurpadpude-
CKYIO 3aIMCh, ITlepexXoAsinyio B pocuyepk: «[lopyd. AocToeBckym».
OueBMAHO, YTO 3TA 3amuch ObInA CAeAaHA ellje AO ITOSIBAEHMSI
CKOPOITMCHBIX 3aMyCeN, OKPY>KaIOMMX KOMIIO3ULIMIO, — «KaAANM-
rpadus», Kak ¥ PUCYHOK, TpeOyeT YMCTOro MPOCTPAHCTBA, 3a’Ka-
TOCTDb PMCYHKOB M KPYITHOM «Kannurpadunm» MenKMMI CKOPOINC-
HBIMM OYKBaM¥ OKPY>KAIOLJEr0 TEKCTA OOBSICHSIETCSI TEM, YTO ITU
3anycy ObIAM CAeNAHBI ITOCAe OKOHYAHMSI PUCYHKA U «KaAAUrpa-
(duryueckoro pocyepkay, Kak UX TBOPYECKUI PE3YAbTAT.

PazpymbiBasi 0 BO3MOXXHOM cyAbOe CBOEro reposi, pemmBuiero
IOpPBaTb CO CBOEV «YMHOBHUYbEV Kapbepoy», \OCTOEBCKMIT BCIIO-
MMHAA CBOVI COOCTBEHHBIV IIar B 9TOM >Ke HalpaBAeHU!, KOTAA OH,
ABaALIATUTPEXAETHMI BOEHHDIN MHKeHep (Bo3pact PackoabHmko-
Bd), PelINA ITOAATh B OTCTABKY, IIPUBEASI 9TUM B Y>KAC CBOUX POA-
HDIX, YBEPEHHBIX B OMMOOYHOCTM 3TOrO IMOCTYNKA. \OCTOEBCKMUI
BBIIIEN B OTCTABKY C [IPVMCBOEHMEM €MY CAEAYIONEro YMHa, KOTOPBIM
Kak pas v ObIA YMH MTOPyYMKa. DTO BOMHCKOe 3BaHne [\OCTOeBCKOro
MMeeT IMapajOKCanbHBIN XapakTep: /A OCTOEBCKMIT He CAYXKVA B HEM
HU €AMHOTO AHSI, TOAYYMB €r'0 BMECTe C AOKYMEHTOM 00 OTCTaBKe.
«ITopyunk AocToeBcknity 03HaYaeT: MOPBABIINIA CO CBOEIT BOEHHOM
Kapbepom, AOCTOeBCKMUI, CTABIIUI AMTEPATOPOM. BcerioMuHaioTest

% B ApPYroM 3MmM30A€ POMaHa 3TOT IIPUEM TPOSIBASIETCS] GOoaee AeTanbHO:
«ITyka B ToM: 51 3apan cebe OAMH pa3 TAKO¥ BOIPOC: YTO €CAM Obl, HAIPUMED,
Ha moeM MecTe cayunacst HarmoneoH u He 66110 Obl y Hero, 4TO6GbI KAPbePy HAYATH,
un Tynona, un Erunra, Hu nepexopa depez Mon6aaH, a Geina 6bl BMeCTO BCeX
TUX KPACUBBIX ¥ MOHYMEHTANLHBIX Beljey IIPOCTO-3apPOCTO OAHA KaKasi-HUOYAD
CMeIIHasl CTapyIIOHKa, AerMCTPATOPIIA, KOTOPYIO elje BAOOABOK HAAO YOUTD <...>
HY, TaK pemmacst At 6bI OH Ha 3TO, eCAr ObI APYroro BeIxoAa He 6b61007» (6, 319).
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cnrosa Ilopdupus IlerpoBuua, ob6pamenHbie K PackoabHUMKOBY,
TpakTyomne HamoaeoHa kak mpekpacHO BBICAYKUBIIETOCsT Ohu-
epa, u He 6oaee. OH roBopur o cebe:

«MHe 6Bl B BOEHHOV CAYKUTH-C, MpaBo-c. HamoaeoHoM-To, MOKeT
ObITh, 1 HE cAenancst Obl, HY a Martopom Obl ObIa-c, xe-xe-xe!» (6, 263).

Tpetuit crort 3MOAEMATUYECKOTO TTpOIjecca OOHAPYKUBAETCST
Haj\ TIOPTPETOM, CUMBOAM3UPYIOMMM «HAITOAEOHOBCKYIO MAEIO»
I'AaBHOTO repost:

«1) He 3arasinyn B xomenex.

2) Taxk nerko oTkasancs:: AAs 9€ro K st yOua?
3) Kak nerxo Taxkoe Tsikkoe peno caenanocwby (7, 77).

Takoro popa «mepeBOABDY MCTOPUYECKUX MUGPOB-CUMBOAOB
B A3MOAEMATUKY KOHKPETHOI'O CMbICAA — ITOCTOSIHHASI MPAKTUKA
J\OCTOEBCKOro, OTpa>k€HHasl B €r0 YePHOBKAX U OKOHYATEAbHDIX
TekcTax npoussepeHnn. CMbICAOBOV B3PBIB B 000MX CAyYasIX IM10-
POKA@eTCs BHIPaboTKOM OHTOAOTUIECKOTO TpOoTa, GUKCUPYIOoTTe-
IO HOBBI PAKYPC M HOBbIE BO3MOKHOCTM CAMOOTIPEAENEHMST, Ka-
3an0Ch Obl, y3Ke AaBHO C(POPMMUPOBAHHONM TOYKM 3PEHMS] HA MUP.
dneMeHTHI MAeorpadun \OCTOEBCKOIO CTAHOBSITCSI 3A€Ch CIeIN-
anbHBIMM MHEMOHMYECKMMU eAMHUIIAMU, KOTOPble Perpe3eHTU-
PYIOT IpeoOpa30oBaHmst 3HaKa «IIOAHOTO obpaszay. 3AeCh YCAOBHOE
COYeTaeTCsl C UKOHNYECKUM, GUKCUPYST 3HAYEHNE «BHYTPEHHETO
sI3BIKA», COOPMMPOBAHHOE C TOMOIIBIO 3PUTEALHOTO 06pasa u ro-
Hsitust. [Tporjecc 3TOT MAET OAHOBPEMEHHO B ABYX HATTPABAEHUSIX:
aMbOAeMa TepsieT KOHKPETHOCTD U, PACIIUPSISt ToAe pedepeHIn,
obperaeT cBoricTBa Meporanda, neporand 3akoCcTeHeBaeT B CBO-
eM 3HavYeHMM, KOHKPETU3UPYETCs, oOpeTast aMONeMaTUIHOCTD,
CTAHOBSICh MAaTEPUANOM AASI CUMBOAM3AIIUY M OOpeTEeHMs UM HO-
BOro, 60Aee MMPOKOro CMBICAA.

Anst veporandudeckn 0003HAYEHHBIX MBICAMTEABLHBIX KOM-
[AEKCOB COBCEM He 06s13aTeNbHO HOAbIIIOE pa3HOOOpa3ue MKOHM-
yeckux ¢opm 3HaKoB. boaee Toro, B kayecTBe 0603HAYAIONIETO
PasHbIX CMBICAOB MOSKET CAYKUTb OAVH M TOT YK€ 3HaK, BhIOpaH-
HBIT TIICAaTeNeM M3 TOro Habopa, KOTOPHIN ObIA €My TIPEAOCTAaB-
NeH YCNAOBMSIMU €ro BocTiuTaHus u o6pazoBanust. Kax BbITYyCKHUK
apXUTEKTYPHOTO YYMUAUIIIA U TOKAOHHMUK TBOpYecTBa B. ['foro, oH
CBsI3aA MAEI0 COBEPIIEHHOM MAACTUYECKM KPACOTHI C TOTUYECKUM
cobopomM, chopmMmpoBanach CUCTEMA UEPOTAUPOB, KOTOPbIE MbI
HasbIBaeM «roTmukon ocrtoeBckoro». ['oTudeckast popma Obina
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ANST HETO YHUBEPCANBHBIM 0003HAYAIONMM « CMBICAOBBIX KOMITAEK-
COB», KOTOPBIMM OH OIEPUPOBan B IPOIjeCcCe aBTOKOMMYHMKA-
LMY, UIA AAST HUX HYSKHYIO caoBecHyio ¢dopmy. He cayyuaitno, uto
B OCHOBE MOTMBA MKOHMYECKM GECCOAEPIKATEALHOTO PUCOBAHMS
J\OCTOEBCKOTO OKa3bIBAACSI CUMBOA COBEPINEHHON MAACTUIECKON
KpacoThl — roTudeckoe OKHO. MOKHO OBINO TTOYTM HE BAYMBI-
BAaThCsI B MKOHUYIECKMI MOTUB 3TUX 3HAKOB, TOAHOCTBIO COCPEAO-
TOYMBASICh HA XYAOKECTBEHHOV CMHTArMaTuKe, CBSI3aHHOW YHU-
BEPCaAbHBIM AMArpaMMaTUYeCKUM 3HAKOM.

CVIHTaFMaTVIKa AOMI/IHI/IpyeT B I1pol1jecce aBTOKOMMyHI/IKaL]I/II/I,
roAy4ast CBoe BbIpaskeHre B BApUAIIMSIX OAHOTO M TOT'O K€ «TOTU-
yeckoro» meporanda. Pucys rormueckme okHa, nucatenb Ayman
OTHIOAb HE O KAKOM-TO KOHKPETHOM apXMUTEKTYPHOM COOPYKe-
Hy.? Pasamamst B M306paskeHHBIX MM TOTUYECKUX OKHAX €CThb
CAep TeX pasnamumil, KOTOpbIe CYIeCTBOBAAM MeXAY pa3pabaTrbi-
BaeMbIMM WM YCJ\OBHO—HpOCTpaHCTBeHHbIMVI KOHCprKL]V[ﬂMI/I.
Taxoro >ke popa siBreHMe OOHADYSKUBAETCS U B «KaAAUTpadmm»
JAocTtoeBckoro. B KoHe4HOM cueTe, aBTOKOMMYHMKAIUsI Tepe-
CTpamBaeT AMYHOE CO3HAHME, KOTOPOE MEHSIETCSI 38 CYET OCMBIC-
NEHUST CBOMX M UYKUX aAPECOBAHHBIX K cebe TEKCTOB.

Pasymeercst, apnekBaTHO MTPOYNUTATH ITU 3ATTUCHU TTPAKTUIECKN
HEBO3MOJKHO, TaK KaK KOA, AeXKaluil B UX OCHOBaHUM, 6e3BO3-
BpPaTHO yTepsiH. Mbl MOXXeM TOABLKO YTBEPXAATH «TOTUKY» JO-
CTOEBCKOrO B KAYeCTBe CAeAd TeX NCUXUYECKIX ITPOIJECCOB B CO-
3HaHMM /\OCTOEBCKOTO, KOTOPBIE TIPUBEAY K (POPMUPOBAHUIO €TO
XYAOYECTBEHHOIO CMHTaKcuca. Bo3aMoskHO, B OYAYIIEM, C TOMO-
MIBIO CITEMANBHO KOMITBIOTEPHOM MMPOTPAaMMBbI, U3 TUX 3HAKO-
BbIX 00pa30BaHMM TAKKe MOKHO OYAET MOAYYUTH MO3UTUBHYIO
nHdopmannio o GoOpMUPOBAHUM COOBITUMHOCTU B IPOU3BEAE-
Husix J\octoeBckoro. Mo>kHO MPEATIONOXKUTH, YTO MUCATEAD YU-
Tan CBOM rOTHMYECKHMe 3aIMCH TaK Ke, Kak 1 BepbanbHbIe 3aIiCH.
Ecam HekoTOpble rpademMbl TAaKOrO TUITA MOSKHO MHTEPITPETUPO-
BaTh Ha YPOBHE MKOHMYECKOTO 3HAYEHMsI, UHTEPIIPETAIINST OKa-
3bIBaeTCsl BO3MOkHa. Harnpumep, TekcT o cBsizbiBaroiert Poccuio

%6 Cp.: «Tenpenumst cnos si3pika “SI—51" K peAyKIMM MPOSIBASIETCSI B COKpalije-
HMUSIX, KOTOPBIE PEACTABASIIOT COOOM OCHOBY 3armcert Anst caMmoro cebst. B koneu-
HOM CY€Te, CAOBa TAKOV 3ATMCH CTAHOBSITCSI MHAEKCAMM, PA3raAaTh KOTOPbIE BO3-
MOJKHO, TOABKO 3Hast, 4T0 Harmcano». lomman FO. M. BHYTpy MBICASIIINX MUPOB.
C. 168.
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u 3anan eAMHON «KpacoTe XpUCTOBOVY, 3aIMCAHHBIN B «PYCCKO-
roTU4YeCKu1xX apXVITeKTyprIX I(OMHOBV[LIV[?IX)).27

Ecan noprpeTrHble pUCYHKM SIBASIIOT cOO0VI aMONEMBI, Tiepe-
XOASIIME B MEePOTAUMDI, TO «TOTUKA» B CEMUOTUYECKOM CMBbIC-
Ne TIpeACcTaBasieT coOOV AmarpamMmy, MOAOOHO aarebGpamveckon
dopmyne ob6o3HaUast pacrpepeneHrie KOAMYeCTB M Ka4eCTB MeK-
AV Pas3HbBIMM OOAACTSIMM CTPYKTYpPbl. BakHO, 4TO 3TO TOro e
TUITA OTHONIEHMST, KAKVE BO3HUKAIOT MEKAY YAEHAMU TPEANOKE-
HMSI B €CTECTBEHHOM sI3bIKe. /\MarpamMmma oKa3blBaeTcsl Criocobom
MAABHOTO MePexXoAd OT 1]eAbHOI'0 Hepas3n0oKMMOTO eAMHCTBA 00-
pasa Kk GpakTanbHOMY ero 0003HAYeHUIO TMOCPEACTBOM I1OCAhe-
AOBATEALHOCTY YCAOBHBIX 3HAKOB. BHe BCSIKOrO COMHEHWMsI, I10-
SIBAEHME AMarpaMMaTUYeCKUX UAEOrpAMM B YE€PHOBBLIX 3aIMUCSIX
J\OCTOEBCKOro CBSI3aHO CO CTpATerver TBOPYECKOro IIpollecca,
Tpebyromjero o6paijeHnss MOHOAMTHOTO U M30MOPMHOr0 MKOHU-
9eCKOro «3HaKa-BIeYaTAeHMs» B pasrpaHMYEeHHYIO 1O AVHUSIM
CTPYKTYPHOW HepaBHOMepHOCTH cuctemy. Ee dparmeHTb OT-
AEASIIOTCSI OT APYTUX MHBIM KAa4€CTBOM UAM GOABIIUM UAU MEHb-
VM KOAMYECTBOM CBOWICTB. PuTMM4eckast ocHoBa «rotuxku J\o-
CTOEBCKOro» o6aajAaeT MopasuTeNbHOW YCTOMYMBOCTBIO, KOTO-
PYIO HMYEM, KPOMe TSITOTEHMSI 3TOro MAeorpaduvyeckoro si3bika
K PUTMY, OODBSICHUTDL HeAb3sl. [ OTHMYeCcKre CUHTAarMaTuydecKyue
11er CTaHOBUAMCH KAPKACOM ANST 0OPa30BaHMSI XY AOYKECTBEHHOM
cuctembl, 0603HaYasI OCHOBY ANST 3aATIONHEHMSI UX KOHKPETHOV Ma-
PaAUTMaTUKOM.

ABTOKOMMYHI/IKHJJM}I U MHEMOHMYIECCKOEC ITMCHbMO

IIporjecc ocmbicAeHMsI MAE€M B PAMKaX BHYTDEHHErO AMANO-
ra micartenst obycnoBnreH 3Pp@PpeKToM OCBOOOKAEHMSI CMBICAOB
OT MPUBDLIYHBIX UM O3HAYAIOIMX UAM HA CTPEMAEHUM K TAKOMY
ocsoboxxpeHno. HO. M. loTmaH 3aMeuaeT, YTO «TEKCT B KaHane
cBsizn “SI—51” vmeeT TeHAEHIIMIO 0OpACTATh MHAVMBUAYANBHDIMU
3HAYEHUSIMM U TTOAydYaeT QYHKIJUIO OpraHusaropa 6ecrnopsipoy-
HBIX accolmanuyl, HaKarAMBaIIMMXCSI B CO3HAHUM AMYHOCTU».”

27 Poccurickast rocypapcTBeHHast oubnanorexa, d. 93, omn. 1, ea. xp. 4, a. 10.

2 Nomman FO. M. Bayrpu mpicasiigmx mupos. C. 171. B cBsi3u ¢ atum ANoTman
nutupyet Kroxenbbexepa, KOTOPBIN, AaBan OTYET O paboTe CBOEro «BHYTPEHHETrO
SI3bIKAY», KOTAA OH BO CHE OTIEPUPOBAA «IYAHBIMM COKPANJEHUSIMI» VIAY «VE€POTAN-
damm», a He TIPeAMeTaMM M SIBAEHUSIMM; TIAAH BBIPAXKEHUST ITUX «MePOrAndoB»
MMeA MHAEKCAABHYIO TIPUPOAY, OTPEAEASIN UX 3HAaYeHMe Kak OTHOIIEHUE «CO-
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B ycaoBusix, xorpa cMpICABI HESKECTKO 3aKperneHbl CBOMMU O3HA-
YAIOMMMM, TIPOUCXOAUT «CAUTIAHME» 3HAYEHUI B CEMAHTUIECKIE
KOHT'AOMePATbl, KOTOPbIE, C U3BECTHOM AOAEN CAYYANMHOCTU, CAMU
MOTOM IMOAOMparoT cebe mnaH BoipakeHusl. [IpomMcxoanT HedTO
MOX0>Kee Ha TO, Kak (GOPMUPYETCSI KKOMIINEKCHAsI pedb» pebeHKa.
IDTU IPOMESKYTOYHbIE MBICAVTENBHbIE KOMIIAEKCDHI B paboTe ruca-
Tensl He BCerapa cpasy >ke M HeMeANeHHO OTAMBAIOTCS B KaKye-TO
BepbOanbHbIe coyeTaHus. bonee ToOro, B psipe caydyaes nmcaTenb co-
3HATENbHO 3aAeP>XKMBAET UX OKOHYATENBHYIO CAOBECHYIO OTAUBKY
U 3aCThIBAHME B XYAOXKeCTBEHHOM OPMe, ANST TOTO, YTOOBI UMETh
BO3MOJKHOCTb AAAbHENIIEro COBePIIeHCTBOBAHMSI 3TOIO MUCKOMO-
ro MPOAYKTa. DTO IMOXOXKe Ha TO, KaK Ky3Hel], paboTasl ¢ packa-
NeHHBIM MeTanNOM, 3aMHTEPEeCcOBaH B TOM, YTOOLI OH COXPaHSIA
CBOIO MAACTUYHOCTDb KaK MOXKHO AOABIIIE, UMEHHO AASI TOTO, YTOODI
UMeTHb AOTIOAHUTENBHYIO BO3MOXXHOCTb M3MEHEHUST er0 (POPMbI.

Upeorpadust AocToeBcKkoro, Kak MOAyYMBIINK rpaduieckoe
BbIpa>keHYe TPOIjecC aBTOKOMMYHMKAIIUU, MMeeT crieljuduye-
CKYIO TOBECTBOBATENbHYIO MPUPOAY. VICXOAHOV TOYKOM TBOpUe-
CKOTO ITpoljecca SIBASIETCSI aBTOKOMMYHMKATUBHAsT pednexcusl,
I\ 03HAYaMMMN MOTYT ObITh HA3BAHBI AMIIL OM10INEKTPUYECKIEe
UMITYABCBI MO3ra, MUHTEPITPETUPOBATDH KOTOPbIE MTOKA YTO HE MPEeA-
CTaBASIETCSI BO3MOKHBIM. HMKAaKOro «pacckasbiBaHMs» B aKTe
«BHYTPEHHEN PeYM» U MOTPYKEHNM B CBOV AMYHBIE BIT€YATAEHMS
ObITh HE MOXKET, BHYTPEHHSISI p€Yb €CTh MOAYAAUBASI peYb, B TOM
ee «OCHOBHOe oTAnune».” Happaiyst o3HavaeT HapyleHue 3TOTO
MPUHIIUITMAABHOTO MOANYAHUSI U BLIPAOOTKY BHeIHEN ObITUITHOM
TOYKM, CTIOCOOHOM CTATh OMTOPOM B aKTe OBLITMITHOI'O CAMOOIIpEAe-
NAeHMsI FON0Ca KaK CBUAETENBCTBOBAHMSI O OBITUN.

Crioco6 cBsI3M MeXAY «BHYTPEHHeV» UM «BHEeIHEN» peublo,
CBOVICTBEHHBIV TOMY UAU MHOMY ITUCATEAIO, B IEPBYIO OYePeAD BbI-
paskaeTcst B popMarTe repBbIX 3aryceit, CAeNaHHDBIX MM B ITpoijecce
paboTnl Hap nponsBepAeHneM. [locpeACTBOM 11€n0VI TPYIIITBI UAEO-
rpaduyecknx siI3bIKOB ITPOUCXOAUT TTePEBOA 3HAYEHUI BHE3HAKO-
BOT'O «BHYTPEHHEro» si3blKa Ha sI3bIK 3HAKOB, 00OAAAAIOMIMX TIAa-
HOM BbIPA>KeHUsI; IIpU riepexoae nHopmanumn B GopmMaT CAOBec-
HOTO BbIpa>keHusl 0OPa30BLIBAETCSI MTPOCTPAHCTBO, HACEAEHHOe

AepskaHmst KHUMY K camont kuure». Lur. mo: lomman FO. M. BHyTpm MbIcAsImx
mupos. C. 168.
2 Buwieomckuti /1. C. Mbiminenue u peun. M.; /., 1934. C. 285.
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HabOPOM SI3BIKOB, OIEPUPYIOMNX MOTUBMPOBAHHLIMY 3HAKA-
M1, — BO3HMKAET MAeorpadmdeckoe mucbmo. OaHA M3 QYHKIIUI
mnpeorpadmmn \OCTOEBCKOro — Taysa B MepeXoAe 11eAbHOTO CYT-
reCTUBHOTO 3HAKA B AVICKPETHO-QPAaKTAABHYIO YCAOBHYIO (hOpMY.
BosunkHOBeHMe pasHbIX GOPM 0OpaNIeHNUs] AMYHOTO «S1» K APY-
MM TOYKaM CO3HaHMSI, BKAIOYAST M HECOOCTBEHHO-TIPSIMYIO PeYb,
M BCEBO3MOSKHDBIE «OMMCAHMSD) CBSI3aHBI C MHOTOKAHAABHBIMU T1€-
peBOAAMM 3HAYEHMSI C SI3bIKA BHYTPEHHEV PeYM Ha Pedb BHENTHIOTO.
B niporjecce paboTol mmcartenst OTHOLIEHME aBTOKOMMYHUKAIIUN
K KOMMYHMKAIIMM MEHSIETCST CTaAManbHO, M B Ka4eCTBe INaBHON
MePEXOAHON CTYIEHM 3A€Ch BHICTYITAET MEPEBOA MKOHNYECKU MO-
TUBMPOBAHHOTO 3HAKa B COCTOSIHME YCAOBHOTO CAOBECHOTO, MTPU
MaKCUManbHO BO3MOSKHOM COXpaHeHNM pedepeH NN, 9TO, KOHEd-
HO, HEBO3MO>KHO B ITOAHOVI Mepe. PazymeeTcsi, Takoro poaa repe-
BOA BCErAa MeHsIeT 3HaYEHME, U ANSI TOTO, YTOOBI IO BO3MOSKHOCTH
BOCCTaHOBUTH [TEPBOHAYANBHOE 3HAYEHE, TTOSIBASIETCSI 9K pacuc
KaK criocob BOCCTAHOBAEHUsI yTpayeHHO 1JleAbHOCTH obpa3sa. Ha-
YMHAsT TPOIIeCC CO 3HAYEHMST BHYTPEHHEN peuN, Yepe3 MAeorpam-
My — K CAOBY, TCATEeNb IPUXOANT, HA HOBOM YPOBHE, K, Ka3aA0Ch
Obl, TPOVMAEHHOV 1 yTPayeHHOW MKOHUYHOCTM.

I[TpopykTMBHOCTL  MAeOrpaMIecKoro MUcbMa OCHOBaHa
Ha TOM, YTO B P€3yAbTATE AKTUBHOTO B3aMMOOTHOIIEHUST MEKAY
Pa3HBIMM SI3LIKAMM M TEKCTAMM U B TPEAENAX ABYX KAHANOB CBSI3N,
aBTOKOMMYHUKAIIMY Y KOMMYHUKAIINMM, B «3AMMCHOM TETPapn»
reHepupytoTcst HoBble cMbicabl. Kak ormeuaer FO.M. Nortman,
BO3HMKAET PeHOMEH «KAaYyaHUsI CTPYKTYP»: «TEKCTbI, CO3AaHHbIe
B cucreme “SII—OH”, YHKIIMOHUPYIOT KAk aBTOKOMMYHUKAIINMA,
M Ha06OPOT, TEKCTHI CTAHOBSITCSI KOAAMM, KOABI — COOOIIEHMSI-
Mm».* TekcT, CO3AaHHBIT B CMHTETUYECKOM €AMHCTBE HECKOAD-
KUX SI3BIKOB, MUMEET TPY YPOBHSI 3HAYEHUIT: OOIEsI3bIKOBDIE MTeP-
BUYHbBIE, HOBbIE CMBICABI HA OCHOBE CMHTArMaTU4YeCKOIT repeopra-
HM3AIMM TEKCTA M TPYIMIbI BHE TEKCTOB, KOTOPbIE BTSITMBAIOTCS
B CEMMO3MC C MOMOIBIO CMMBOAOB, MHAEKCOB 1 3MOAEM, «3a CUET
BTSITMBAHMUST B COOOIEHME BHETEKCTOBBIX aCCOIMAIIMI Pa3HBIX
ypOBHeV1 — oT Hanboaee oOIMX AO MpeAenbHO AnMdHbIx».” TIpo-
VICXOASIT MyTauMyM 3HAKa 10 OCU «MKOHWMYECKUIT,/yCAOBHBINY,
rmoaydast MHOTOOOpasHble BBIPAXKEHUsI HA CTPAHMUIlE «3aATMMCHON

0 Nomman FO. M. Baytpu mpbicasimx mupos. C. 175.
5t Tamxe.C. 171.
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TeTpapAu» M CTUMYAMUPYSI CBOMM CE€MaHTUYECKUM AMHAMM3MOM
TBOPYECKMI ITPOLJeCC XYAOXKHMKA.

DaxkTryecky peyb MUAET O BO3MOXKHOCTH C [TOMOIbIO HAPOSKAA-
FOIErocst 3AeCh MPOTOHAPPATUBA HAVITYU MYyTh K OHTOAOTU3AIINN
cMpicra M GOPMMPOBAHUIO YCAOBHOTI'O XYAOKECTBEHHOTO MUPA,
anbTEPHATUBHOTO PEANLHOWM AEMCTBUTENBHOCTU. POAL PUTMUKO-
CMHTarMaTM4eckoy KOHCTPYKLMM, OPraHM3YIONjell Mponecc as-
TOKOMMYHMKAIMK, /\OTMaH MAAIOCTPUPOBAA OIMCAHMEM pa3-
MBIIIIAEHUI OYAAMVICKOTO MOHAaxa, co3epljarollero KaMHM, pac-
MOAOKEHHble Ha Ky4ax IebHs. Takoro ke popa pUTMMUYECKME
KOHCTPYKIIMY, OCHOBAHHDIE HA BapualMsX OAHOTO 3HAKa, CO3AA-
Ban \OCTOEBCKMIT: C AOMVMHMPOBAHMEM YPOBHSI CEMAaHTUKN («Kan-
aurpadusiy) UAM ¢ AOMUHMPOBAHMEM YPOBHSI MKOHUYECKOIO
(«rotrkay»). C momMoupio 3TOro crieguduIecKoro KaHana CBsI3U
AocToeBckuit GOpMUPOBaAA CIEIUDUIECKUIA «CaA KaMHEN», KO-
TOPBIF HAMPABASIA M OPTaHM30BbIBAA ABVIKEHME CMBICAA K MCKO-
MOVI CAOBeCHO (popMe.

DaxkTryeckn MHEMOHUKO-UAeOrpapuiecKe 3ammcu B pyKo-
mcsaX JAOCTOEBCKOro MpeABapsIIOT M MOArOTaBAMBAIOT GOpPMaThI
KOCBEHHOrO pacckasa M GopM HeCcOOCTBEHHO-TIPSIMOV peyH, KO-
TOpble MBI BCTpeYaeM B OKPY>KAIOMMX PUCYHKM KOHCIIEKTMBHBIX
CNAOBECHBIX HAOPOCKAX B «3AIMMCHBIX TETPAASIX». JHAYEHUSI dne-
MEHTOB MDA, KAKUM OH ITPEACTABAEH aBTOPY, MEHSIIOTCSI TP U3-
MeHEHMM YPOBHSI MKOHMYECKOV MOTUBMPOBAHHOCTY SI3bIKA; UH-
CTPYMEHTOM, KOTOPDIM MO3BOASIA \OCTOEBCKOMY OCYIIECTBASITD
3TOT [TEPEBOA OT «MOET0» BUAEHNSI K «eroy (aKkTopa) AMYHOMY BU-
AEHMIO, ObIA TTpo1jecc cABUTa GOpMaTa AEHOTAaHTA OT ITPEAMETHO-
MOTMBUPOBAHHOTO PUCYHKA (HAMpuMep, MOPTpeTa) K AaAbHEN-
neMy IOHVKEHUIO MKOHMYHOCTM B «Kanaurpapum», mu, Aanee,
«KOHCMEKTUBHOV» YePHOBOWM 3aIyCU, C MTOMOIILIO AeKCEM ecTe-
CTBEHHOTO $I3bIKA.

VYcnoBHasI peanbHOCTD KaK BPEMSI SKM3HU M TPOCTPAHCTBO AeVi-
CTBMUSI HAPPATOPA, 3arle4aTAeHHas B CAOBe, co3AaBanach A\ocToeB-
CKMM C [TOMOIBIO BBIAEAEHMS B KPYTO30pe 0COO0Y1 30HBI, TOAYYaB-
1en cBoe UMsl, AeMCTBOBABIIEN aBTOHOMHO U 3aTeM BCTYIIaBIIeNn
B AManormyeckye oTHoueHus ¢ asropom. Ha atom arare ObiTmii-
Hble OCHOBAHMSI HAPPaTOPa OKa3bIBaAVICh [IOAHOCTBIO YKOPEHHBI-
MU B €r0 OKPY>KeHUM — (PUKIJMOHAABHOM MMpe, pedepeHnanbHO
OIpeAeneHHOM KaK XYAOSKeCTBEHHBIM TeKCT. Bechb aAnckypc B 1je-
AOM OKa3bIBAETCS TEKCTYaAbHO O(POPMAEHHBIM CBUAETENLCTBOM
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HEKOM MHAMBUAYAAbHOM TOYKM CO3HAHMUSI O CBOEM OLITMU U T10-
JMICKOM BHEIIITHEN TOYKM OIOPbI CO CTOPOHDI ITO3HAIONIEr0 MUP MH-
AMBUAYANBHOTO «s1». OTAeAbHDbIE aKThI TOBECTBOBAHMSI CTAHOBSIT-
Cs aKkTaMy CBUAETENBCTBA O cebe OTAENbHBIX OLITMIHBIX TOYEK,
MPeACTaBAEHHDBIX AeVCTBYIONMMIU AMIJAMM [TPOU3BEAEHMSI, KOTO-
pble BCTYIAIOT B 3THUYECKVEe B3aMMOAEVCTBUSI B ITpeAenax BHY-
TPEeHHEro MPOCTPaHCTBA TEKCTa.

Mcxopst M3 aTOro, HAappaTUBHYIO CTpaTerMio /\OCTOEBCKOTro
MOJKHO TTOHSITh KaK BbIpaskeHue CTPEeMAEHUST MHAVMBUAYYMA 0Ope-
CTU TOYKY OMOPBLI BO BHEITHEM MUPE, TPUMUPUTDL CBOM KPYTro30p
CO CBOMM OKPY>K€HVeM, CAeNaTbh CBOe «BHYTDEHHee Teno» Neru-
TUMHBIM AAsl «BHEIITHEro» Kak BOCIIpMHMMaeMoro msBHe. Ecan
«MO€» TPOCTPAHCTBO OPraHM30BaHO €CTECTBEHHOM ANSI MOEro
BUAEHUST CUCTEMOW IJeHHOCTeV, TO 4Yy>Koe IMPOCTPAHCTBO Opra-
HM30BaHO MPUHIUIIMAABHO MHAYe M BOCITPUMHMMAETCSI KaK Xaoc.
ITepeBop Moero kpyrozopa B COCTOSIHME YY>KOTO OKPYSKEHMSsI
UAU — TO e caMoe C APYTol CTOPOHBI — (POPMUPOBAHME YYKOTO
Kpyrosopa u3 AAHHBIX, TOAYYEHHBIX M3 MOEro OKPY>XeHUsl, eCTh
OTKAa3 OT AMYHOM CUCTEMBI IIEHHOCTEN KakK e AMHCTBEHHO BO3MOXK-
HOW. \pyrMMm cnroBamu, poxxpaeHMe Happatopa y JOoCTOeBCKO-
ro eCTh BpEeMEHHBINI 0TKa3 aBTopa oT cebst camoro. DakTuyeckn
peYb MAET O PACIIOAOYKEHUM AMYHOM TOYKM CO3HAHMSI, BpEMEHHOM
M IIPOCTPAHCTBEHHO OrpaHMYEHHOM, B BEYHOM M OECKOHEYHOM
BHeIIIHEM IMpocTpaHcTBe. Happaimsi Kak OHTOAOTMYECKOe Aevi-
CTBO OKas3bIBAETCSI CPEACTBOM peaamsainum cedsl KM3HDLIO, CBU-
AETEeALCTBYSI O ObITUM ero >ke coOCcTBeHHbIMU cpepcTBaMu. OT-
MeTMM, 9YTO MOUCK \OCTOEBCKMM CIOCOOOB ITOBECTBOBAHMSI ObLIN
dakTUIeCKM AMCKYPCUBHDLIM BbIpa>keHWeM penieHMs UM U3BeCT-
HOTO «BOITPOCA O 4eAoBeKe» («IIPOKASITOrO BOIIPOCA», «KBEKOBEY-
HOT'O BOIPOCAa») B TOM BUAE, B KAKOM OH C(HOPMMUPOBANCS B €r0
CO3HAHWM ellle B caMble FOHDbIE TOADI.

B orjeHke HayanbHBIX 3TAIOB YCTHO-TIMCbMEHHOV aBTOKOM-
MyHUKauM J\OCTOEBCKOTO CAEeAYeT MCXOAUTb M3 BO3MOXKHO-
CTU BUAETH B €e OCOOEHHOCTSIX TeHeTUYeCKoe Havano TBOpYe-
CKMX MpueMoB /J\OCTOEBCKOT0o, TaK KakK HEKOTOpble 0CObOeH-
HOCTM TIMCbMEHHOW pedYM CYIJeCTBYIOT B YCTHOM ¢popMe A0 UX

32 «Yenosek ectb TanHa. Ee Hapo pasrapats, u esxxenn Oyaemb ee pas-
rajpblBaTh BCIO KM3Hb, TO HE TOBOPU, YTO ITOTEPSIA BPEMSI; 5 3aHUMAIOCh
3TOVI TaMHOM, 160 X0uy ObITh YenoBekom» (28,, 63).
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MPUAYMBIBAHUS 1 IPMMEHEHMSI Ha MchMe.  \anor Mexxpy pas-
AMYHBIMM TOYKAMM 3peHMst Ha MUP, CHOPMUPOBAHHBIA C MTOMO-
MIBI0 XYAOYKECTBEHHOTO AMCKYPCA, B 3€PKaAbHOM BUAE OTpaska-
€T MPOoIjecC aBTOKOMMYHMKATUBHOTO AMAAOTa Y BO3HUKHOBEHMST
Happaum n3 MUMO-CUMBOAMIECKON MCXOAHOM TOYKU — «BHY-
TpeHHeN peum» aBTopa o cebe. \aree aBTop GopMUPYET TAKON
Crroco6 3ammcy, KOTOPBI OKA3bIBAETCSI B COCTOSTHUM TPUMUPUTD
BHEIIHWIT €CTECTBEHHBIN SI3BIK KYABTYPDI M €70 BHYTPEHHIOKO Peyb,
B3aMMHO HeIlepeBOAMMbBIE, OAHAKO HAXOASIIME KOHCEHCYC B 30HE
MX CTOAKHOBEHMSI B HA60pe M3 HECKOABKMX MAEOTPaPUIECKUX KO-
AOB. [Tpy cCONpMKOCHOBEHMM HECKOABKMX TEKCTOB HA HECKOABKIX
SI3BIKAX, COCYNECTBYIOMNUX B COCTABE OAHOTO AMCKYpPCa, MTPOVIC-
XOAVT CEMMOTUYECKUIT B3PDIB, CMENTEeHVE TOYKU BUAEHMST, 4TO T10-
POKAAET paccKasbiBaHME HEKOM MCTOPUM, GOPMUPYST HAPPATUB-
HBI AUCKYPC.

OrTcropa sICHO, 9YTO BOCIIPUMHMMAEMbIE PEIIUIMEHTOM MOAEAV
AMYHBIX CO3HAHWI, AUTEPATYPHBIE TIEPCOHAXKM, KaK He3aBUCUMBIE
APYT OT Apyra UHAUBUAYaAbHDbIE TOYKM CO3HAHMSI, HE MOT'YT Kave-
CTBEHHO OTAMYATBLCSI APYT OT APYTra, €CAVM OAMH M3 HUX TOBOPUT
O APYT'OM, a ADYTOVT HE BUAUT OTIMCHIBAIOIIETO €70 TOBECTBOBATENST:
BAAAEHMeE pedbio ¥ /\OCTOEeBCKOTO HMKOTAA He 0603HAaYaeT Kakoro-
TO IJEHHOCTHOTO VAU TTO3UIIMOHHOTO TIPENMYIeCTBA 10 OTHOIIIE-
HUIO K TeéM, KTO MOAYNT. Ecam co3HaHme «aro» He BOMpaeT «Apy-
roro» B CBOE CO3HaHMe KaK «Benby (HeCOYyBCTBEHHOE 3aMele-
HMe, «OBeIIeCTBAeHMEY, 110 baxTuUHY ), TOrAa MO€ «S1» U TBOE «ThI»
OKa3bIBAIOTCST B HOBOM KOHTEKCTE M TOAYYAIOT APYT 3a CUYET ApyTra
HeobOXoAMMOe OBITUITHOE 3HaAYEHME, M DTO BO3MOKHO TOABKO OAHO-
BPEMEHHO U ITPU MAKCUMYMe «TTONOKUTENBHO-TTPUEMATOIEN» MH-
TeHguu. CoOCTBEHHO, B 3TOM COYYBCTBEHHOM 3aMellleHUY MOUM
«M30BITKOM BUAEHUST» YY>KOTO «CAEIOrO ISITHA» M 3aKNAI0YAeTCsI
BeChb CMBICA CYIIECTBOBAHMST MUPOBOI XYAOKECTBEHHOM KYABTY-
Pbl, B CBSI3Y C YHUKAABHOM 1, KaK AOKa3biBaeT baxTuH, HeOOXOAM-
MOV BO3MO>XHOCTBIO TTPU3HATbL MUP, BUAMMBIN rAa3aMyu APYroro
M OKOHYATENBHO OTIPABAATD CBOE ObITHE. B3SITHIV C TOYKM 3peHMsT
pennmenTa TEKCT Kak MHOKECTBEHHAasr MHOTOCAOMHAST CUCTeMa

33 ((Me)KAy TTepBOHa4YaAbHbIM COO6H.]€HM€M M BTOPUMYHBIM KOAOM BO3HMKAeT

HampspKeHMe, MoJA BAMSIHMEM KOTOPOTO IOSIBASIETCSI TEHAEHIVS VICTOAKOBLIBATD
CeMaHTMYeCKye INeMEHTDI TeKCTa KaK BKAIOYEHHbIe B AOTIOAHUTENbHYIO CMHTAarMa-
TUYECKYIO KOHCTPYKIJUIO M ITOAYYAIoNjyie OT B3aMHOV COOTHECEHHOCTY HOBbIe —
pensiynoHHble — 3HadeHus». lomman FO.M. Buytpn moicasimgnx mupos. C. 171.
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BXOASIIIUX APYT B Apyra TOYEK 3peHMsT Ha MUP CTAHOBUTCST Ma-
TEepManOM M KaTaAM3aTOPOM ITpoIjecca BHYTPEHHEN pepAEeKCUN.
\to6ast Touka oTCYeTa AerMTUMHA B CBOEN HAPPATUBHOM MTOTEH-
VM, MMesT TPAaBO HA OHTOAOTUYECKYIO MEPCIEKTUBY U BO3MOXK-
HOCTB ObITHsI. \OCTOEBCKMI IMOYYBCTBOBAA 31O eie B 1840-e rr.,
copmupoBas 3hPeKT 3eprarbHON (aMOMBaNeHTHO ) HAppaIIUn
B IIepBOM >ke cBoeM pomaHe «beaHble atopm».* 3aTtem mmocaepo-
BaTeAbHO pasBUBaA 3Ty KOHCTPYKIIMIO B CBOMX TTO3AHUX MTPOU3-
BEAEHMSIX, YTO M AANO ITOTOM baxTMHY ocHOBaHMe Ha3BaTh 3TOT
¢deHOMeH He CAUIIKOM YAAYHBIM, HO TIPUHSITBIM B HAYYHBIX KPyTrax
TepMuHOM «moavioHms». [ToandoHnst — 3T0 HE TOABKO MHOYKe-
CTBO PaBHBIX HECAUSIHHO-HEPA3AEAbHDBIX TONOCOB, HO MHOECTBO
OAHOBPEMEHHO CYIIEeCTBYIOMNUX CO3HAHWUIA, Pa3HBIX BUAEHUN,
PaBHOTIPABHBIX B @YHKIIMM ITOBeCcTBOBaHusl. [1o HamemMy MHEHMIO,
2TOT (PeHOMEH KOPEHWUTCSI B MHOYKE€CTBEHHOCTU OAHOBPEMEHHO
3ByYalMx U MPUHIUITMAALHO PA3AMYHBIX SI3IKOB TBOPYECKOW PY-
Kormmcy A OCTOeBCKOro.

NuAercasbHOE COOBITHE

Bo Bpemst pa6oTsl [\OCTOEBCKOro Haj XyAOKeCTBeHHOM Gop-
MOVI, OAHOBPEMEHHO U B TECHOWM B3aMMOCBSI3H, IIIAU TPU IIpollecca,
Cco3paBasl OCHOBaHME AASI HAPPATUBHOTO AMCKypca: oOpaljeHye
HETOCPEACTBEHHOI'O 3PUTEABLHOrO 00pasa M aneMeHTa BHEe3HAKO-
BOWM «BHYTDEHHEN pe4yn» B 3HAK (MHEMOHMYeCcKue MApeorpadu-
Yeckue 3anmMcy B YepHOBUKAX ), TTEPEBOA M300pa3UTENBHO MOTHU-
BMPOBAHHOM MAEOrpaMMbl BO (PPaKTAaAbHYIO CAOBECHYIO TKaHb,
IePEeBOA AMYHOI'O BUAEHUSI MUPA «OT CeBs1» B CUTYaALUIO BUAEHUSI
«CO CTOPOHBLI», T.e. POPMUPOBAHVE OCTPAHEHNSI KAK OHTONOTHYE-
cKkoro ocHoBanust Happanuu. [loBecTBoBaHMe HaYMHAETCsI C OOpe-
TEHMSI 3TOV HOBOV TOYKOW BUAEHUSI «CBOET'O TONAOCA» U ITOCAEAYIO-
VM TTOMCKOM 1J€HHOCTHOV OIOPBI B «APYromM», GYHKIIMOHAABHO
OIPEAENSISICh CBUAETEABCTBOM «APYTOMY» O CBOEM OLITUM B MUPE.
PoskpeHre cAoBecHOro 3HaKa M3 MKOHUYECKOIOo NMPUBOAUT K 00-
pa30BaHMIO TKAHM HappalMyu Ha YPOBHE OAHOrO 3HaKka Kak aTo-
MapHO¥ pernpe3eHTanuu 6pitust. T.e. pakTHvecku emnje A0 TOrO,
KaK MOSIBASIETCS KaKas-AMbO «MCTOPUS» MAM «MHTPUTa», aKT

3 Bapwm K. A. IloBectBoBaTenb /\OCTOEBCKOro: «3epKanbHasl Happanms»

M anoCTOAbCKOE CBMAeTenbcTBOBaHue // NureparypoBepdeckmit skypHan. M.,
2007. Ne 21. C. 75—87.
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npeobpaszoBaHst M306Pa3UTENBHOTO 3HAKA B AVICKPETHYIO KOH-
BEHIIMOHANBHYIO (POPMY PEeanbHO CO3AAET MTOYBY ANST HAPPALIAA.

Tem cambiM pabyaa obpamaercst B CIOXKeT, MEHsISI [TPOCTPAH-
CTBEHHOE PACITOAOYKEHVE U CMBICAOBYIO OMTPEAENEHHOCTD (PAKTOB,
KOTOPBIE PACTIONATAIOTCST B MOPSIAKE, OTAMYHOM OT TePBO3AAH-
HOWM TocaepoBaTenbHOCTU. DUKIMOHAABHBIT TEKCT oOpeTaer
dopmMy 3HaKa, B KOTOPOM O3HAYAIOIMMM OKA3bIBAETCSI YaCTHAsI
CyAbOa AMITEPATYPHOro reposi, a o3HadyaeMbiM — cyabba Mwupo-
3panust. Happatus okasbiBaeTcst criocob0M peanmsanmy AMIHO-
ro «s» C MOMOIILIO CBUAETENBCTBOBAHMSI O CBOEM «OKPY KEHUM»:
pacckasbiBaeMasi HappaTOPOM I[MOCAEAOBATENBHOCTbh COOBITUI
rMoAydYaeT MHAEKCAAbHOE 3HavYeHMe, YKa3biBasl HA €€ COBITaAeHMue
co Bcert Muposon Vcropuen. I[Touck HOBOro oHTONOTMYECKOTO
0060CHOBAHMSI MHAMBUAYaNbHOV Y€A0BEY€CKOM XMU3HM (MAY HOBO-
r'o MMOATBEPXKAEHMUST KAKOM-AMO0 paHee U3BECTHOM MOAEAU MUPO-
BUAEHMST) CTAHOBUACS ITyTEM MHTETPAIUU «KPYTO30pa» U «OKPY-
SKEHMST», aBTOKOMMYHUKAIIMM ¥ KOMMYHMUKAIIUMM, HATASAHOTO
o6pasa 1 3HaKa YCAOBHOTO sI3bIKA, HAPOSKAAIONIETOCS] HAPPATUB-
HOT'O AMCKYPCa M CAOBa Kak UIMOCTACU caMOTBopsierocst Aoroca.
TTporeccol mepBoHa4YanbHOM AECTPYKIIUM CUMBOAA M KOHEYHOTO
coOMpaHus ero Ha HOBOM YPOBHE MTPOXOAVAY B YCAOBUSIX HATIPSI-
SKEHHOTO TTOMCKa OOBEKTUBHOM MHTEPIIPETAHTBI: 3TU TIPOIIec-
Cbl UMeAr ANsT [\OCTOEBCKOTO CTPATETMYECKYI0 KOHEYHYIO TOYKY
B ocmbicreHHoM CamorBopenmn Bcero Cymero. ITomck nHappa-
TUBHOM (hOPMBI OBIA 4YACTHLIO HAXOXKAEHMST cBoero mecta B Mupo-
BOM VcTOpMM 1 TTOTILITKOM 0OpecTy 1 repeAaTh ObITUITHDBINA OIBIT,
KOTOPBIN MOXKET MPEACTABASITL IJEHHOCTb ANt Apyroro. MHTerpa-
1S KPYro30pa B €ro OKPY>KEHME U MHTETrPaIjus MoBeCTBYIOIIeN
TOYKM B TTOBECTBYEMOE BPEMSI M MPOCTPAHCTBO MIAU 3AECh PyKa
00 pyKy, OKa3bIBasiChb AByMsI CTOPOHAMM OAHOTO M TOTO K€ Mpo-
11ecca CBUAETEAbCTBOBAHMSI O KM3HM €€ TOYKYM CO3HaAHMSI.

Tax B mpoijecce aBTOKOMMYHUKAIIMY (DOPMUPYETCSI SIBAEHME,
KOTOPOE MbI Ha3bIBa€M MHAEKCANBHBIM COOBITIEM, COOBITEM CBU-
AETENbCTBOBAHMS O OBITUM MHAVBUAYAABHOCTH, KOTOPOE, B CBOIO
ovyepepb, 0003HavYaeT buITe B MakcMMyMe ero OHTOAOTMYECKOTO
3HaveHust. [loposkpeHMe TOBECTBOBATENBHOM COOBITUITHOCTM-2
13 GabynbHOM COOBITUIMHOCTH-1 TTPOUCXOAUT 3a cueT oOpaljeHust
1JeALHOTO MKOHMYECKOTO 3HAKa B MHAEKC, TPY KOPEHHOM MTPeos-
paszoBaHuy pedepPeHINI: OKPYKEHME aBTOPA MEHSIETCSI HA OKPY-
SKeHMe Happartopa, GakTUIeCKM «CBOE» CTAHOBUTCSI «IYKUMY,
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peanbHBIV MUP 06 paIjaeTcs B yCAOBHBIN 10 Mepe TOr'0, KaK YCAOB-
Hasl TOYKa 3peHusI Ha MUP oOpeTaeT CBOe BPeMsI 1 ITPOCTPAHCTBO,
MOAYyYaeT YCAOBHYIO CAMOCTOSITeABHOCTDh. B aAnckypce /\ocToes-
CKOTO CIOXKeTHDbIE COOBITUSI MMEeAM OAHO YHMBepPCaabHOE O3Hava-
tomee — Vcropuio Mupospanust uan ITposuderue, He3biOAEMYIO
«KHury >xnzHm», B KOTOPYIO 3aNM1ChIBAETCSI BCE, YTO IMPOVUCXOAUT
B TIpoponkaroniemMcst TBopeHUM, TAe B KadyecTBe 00s13aTENBHOTO
Y IIPU3BAHHOI'O YYACTHUKA, B TIO3UTVBE UAU HETATVBE CBOETO AMY-
HOTO 3TUYECKOI'0 BKAAAQ, SIBASIETCSI YeAOBEK. 3aMeTUM, 4TO Habop
CaKkpann3oBaHHBIX (AKTOB, MPEACTABAEHHBIX B OIMMUCAHUU TIPO-
nosepert u penctBuit Xpucra (EBanreane), 6uia BaskeH anst \o-
CTOEBCKOTO MMeHHO B KayecTBe HEKOro obpasija Toro, 4To M Kak
AOMKEH AeAaTh YeAOBEK, COOTHOCSI CBOM MBICAUM U TTOCTYIIKU C UX
BO3MO>KHBIMU ITOCAEACTBUSIMU ANsT Mupo3aaHus.

O6DbekTMBHOE U CYODLEKTUBHOE B HAappaTUBE MEHSIIOTCSI Me-
cTamu, BbIOOP IIKAABI OLIEHKM M paKkypca B3rASIAA HAa AMYHOE «S1»
MPUHIIUITUANBHO TEPEAAETCSI KAPYTOMY». ABTOPCTBO €CTh aTpu-
Oy T MHAMBUAYAABLHOCTHU Y A\ OCTOEBCKOIrO M MOKET ObITh TPUCYIITe
MpakTU4Iecku NIOOOMY TMepPCOHaXy, Kakue-Anbo CyljecTBeHHbIe
orpaHM4eHusl AAsl 3TOro oTcyTcTBYIOT. ClookeTHOe ToBejpeHMe
AFOOOro TepcoHaka MAM HappaTtopa XapaKTepu3yeTcsl paBeH-
CTBOM B OTHOIIEHUM K AVANOTY MEXXAY MPUCYIIEN CYOBEKTY CU-
CTEMOV IJEHHOCTEN U BCEMU BO3MOYXHBIMU MHBIMU 1I€HHOCTHBIMU
cucrtemamu. ITeHHOCTHBIE CHUCTEMBI MEPCOHAKEV, OITpaBAAHHbBIE
UX OHTONOTMYECKUMM CBSI3SIMU, UMEIOT y J\OCTOEBCKOTO eAu-
HBI1 3HAMeHaTeNb UAM YHUBePCAaAbHBIN pedepeHT, 0dOpMAeH-
HBIT B BMAE €eAMHOTO AoroijeHTpudeckoro Cmeicnaa Bcero Cyrge-
ro. ATOT KOPHEBOW CMMBOA AMYHOW Mydorornm J\OCTOEBCKOTO
OKa3bIBANCSI HAYAAOM UM, HA HOBOM YypPOBHE, 3aBepPIIEHMEM TOTO
MyTH, KOTOPBIN TTPOAENBIBANO KAXKA0€ KOHKPETHOEe BIleYyaTAeH!e
€ro «BHYTpeHHel peun» UAU upeorpadudeckasl 3arnmchb B ero «3a-
micHon Terpaan». CTaHOBUTCSI OYEBMAHO, YTO pasHOOOpasue
M MHO>XECTBEHHOCTDL JSI3bIKOB B ITpoLecce aBTOKOMMyHVIKaL}VIVI,
CBOVICTBeHHBIe TBOpYeckoMy mporeccy D.M. ANocroeBckoro,
HAIPSIMYIO CBSI3aHbI C GUAOCOPCKON U XYAOKHUYECKON TTPOAYK-
TUBHOCTBIO TMcaTens:.” PaBHbIM 00pa3oM repeBOALI 3HAYEHU

% «Mexxay nepBOHaYanbHBIM COOOILEHMEM M BTOPUYHBIM KOAOM BO3HMKAET

HarpspKkeHue, IoA BAUMSIHMEM KOTOPOro TIOSIBASIETCSI TEHACHIMST VMICTOAKOBbLIBATb
CeMaHTM4YeCKMe INEeMEHTDblI TeKCTa KaK BKAIOYE€HHbIe B AOIMOAHUTEABHYIO
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13 OAHOTO popMara B APYroi M MHTEHCUBHBIE TOMCKY MHTEPITPe-
TAHTBI B HATIPSIPKEHHOM CEMMO3VICE CTPAHMI] €70 «TETPAAEN» CO-
A€pKaT IeHHYI0 MH(POPMAIINIO O MYTSIX 3aPOXKAEHNUST HAPPATUB-
HBIX (OPMATOB €0 MPOU3BEAEHUN.

CumMBOAMYECKOE MHAEKCAAbHOE COObITVE B TeKcTe /\OCTOEeB-
CKOro 006pasyeTcst M3 MOCAEAOBATENBHOCTU ABYX IIArOB: OCBO-
OOKAEHMsT OLITOBOTO COOLITUSI OT €ro MEPBUYHOIO 03HAYAEMOTO,
TOYHEee — HEeNTPanus3alum ero CMbICAa M BO3HUKHOBEHMST Hap-
PaTUMBHOTO TOAOCA, 06 3TUX COOBLITUSIX («MCTOPUM») U O CBO-
€M OTHONIEHMM K HUM CBUAEALCTBYIOIMero. IKak ™Mbl BUAUM,
pPeAUTMo3HO-Prrocodckme monckn \OCTOEBCKOTO HE CYIEeCTBY-
IOT OTAENABHO U M30AMPOBAHHO OT €ro CHOXKE€THO-HAPPaTUBHOM
CUCTEMBI, HO PEMPE3eHTUPYIOT TMOUCK TOYKM MOBECTBOBAHMSI,
aAeKBaTHOWM YHMBepcanbHOMY pedepeHTy rmcatenst. O6paszoBa-
HJE CIOXKETHOTO COOBITHST Y \OCTOEBCKOTO MPOMCXOANUT HE TONB-
KO C TIOMO1bI0 GOPMUPOBAHMSI HAPPATUBHOM COOBITUINHOCTU-2,*
HO C MOMOIIbIO MepeBoAa GabyALHO-TEMATUYECKOTO MaTepuana
B HOBBINI CEMAaHTUYECKMIT KOHTEKCT, KOTOPbIE MOKHO YCAOBHO
o603HaunTh Kak « Muposast Mctopus». [Tucarens cozpan mopens,
B KOTOPOW OGBITOBOE COOBITHE, B3SITOE, HATIPUMED, U3 Ta3eTHOTO
COOOIIeHMsT, CTAHOBUAOCh MHAEKCOM, IMOCTPOEHHBIM Ha OCHOBE
MeTOHUMMM, CUMBOAM3UPOBANOCh U CBSI3BIBANOCH C €r0 YHUBEP-
canpHbiM pedepeHToM. [TepemenieHne GLITOBOrO COOBITHUS B MHOE
CeMaHTUYeCKoe IoNe, HAIpPMMeEpP, YrOAOBHOrO IMPECTYIAEHMS,
TPaKkTOBAaHHOTO KaKk cobbitue Muposon Mcropun B «ITpectyrne-
HUM M HaKas3aHUW», MEHSIET ero CTPYKTYPY: coObITME oOperaeT
CcakpanbHO-CMMBOAMYECKUI XapaKTep, CTAHOBSICh MHAEKCOM ANST
MAEOAOTMYECKOTO HAOKA, MMEIOIero 3HaveHmne Anst GopMmupoBa-
HMST ICKOMOTO @aBTOPOM OKPY KeHMsI TePCOHAXKA.

DakTuyeckn B ceMMO3¥cCe TBOPYECKOro mpoijecca \oCToeB-
CKOT'O COAEPXKATCSI 3aKOHOMEPHOCTH, KOTOPbIE BEAYT K MOHMMA-
HMIO OCHOBHBIX CBOVCTB ITOBECTBOBAHMSI B €r0 IMPOM3BEAEHMSIX.
Oco6y1o poab B 3TOM Mpoijecce urpaaa «kaaaurpadums». [Topo6-
HO TOMY, KaK XMBOITMCEI] AOATO Pa3MeInBaeT KPACKU, UITfa HYXK-
HBII OTTEHOK AASI OAHOIO-€AVMHCTBEHHOTO MasKka, /\OCTOEeBCKMUIA

CHMHTarMaTn4eckyro KOHCTPYKLMIO M MTOAYYaoIjyie OT B3aMMHOV COOTHECEHHOCTU
HOBbIEe — peAsiIMOoHHbIe — 3HadeHus». lomman FO.M. BHYTpPU MBICASIIINX MUPOB.
C.171.

% Cwm. 06 arom: IITmuo B. Happaronorus. M., 2003. C. 13—17.
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MMOAOATY IMCan MMeHa Pa3HbIX UCTOPUYECKUX AesITeNeN, B PA3HDIX
couetanusax — Onun [Jezaps, Mapk ABpennn u np., MOAYAUPYSI
CBOV aBTOKOMMYHMKAIIMOHHBIN ITPOIIECC M UIA HY>XXHBIM KOHHO-
TUPYIOIMIA CMBICA. B 3ammmcu 3Tux cMMBOAMYECKM-MHAEKCANABHDIX
MMeH o4eBUAeH npadeHOMeH Happauuu: Haanijo GakT repeBoAa
eAMHOro 06pasa-BriedyaTAeHusl B AMCKPETHBIN YCAOBHbBIN 3HAK, 00-
peTeHue UM HOBOT'O BPEMEHM U ITPOCTPAHCTBA ObITYSI, TPAKTOBKA
€ro ¢ rayboKo AMYHOWM 1JeHHOCTHO-OITPeAEAeHHON TOYKOM 3PEHMSsI
Ha Hero. C nmomonpio cuMBoAa, 0GOPMAEHHOTO B Kaanurpadu-
YeCKyI0 3armcb, \OCTOEBCKMIT CBSI3bIBANA (PUKIIMOHANBHOE TIPO-
CTPaHCTBO CBOEro npomnssepeHnst ¢ croskeTom Muposon Mcrtopun
M HAXOAMA OHTOAOTMYeCKOoe 000CHOBAHME AASI CBUAETEAbCTBOBA-
HMsI HAappaTopa o cebe 1 0 Mupe.

MoskHO ckazaThb, YTO ecan, o /\oTMaHy, COObITHE TOPOXKAAET-
Csl TIepCOHa)keM, HapyIaluM IPAaHUI]Y CEMaHTUYEeCKOTO TIOAS,
TO repovt /\OCTOEeBCKOTro akTyann3mupyeT HeCOBIIAAEHME ero OKPY-
SKEHMSI U KPYro30opa, ApaMaTU3UpPyeT UX PACXOKAeHUe, ITPUHIIN-
MMAaAbHO He COTAANasiCh C TeM, YTO OHU AOAKHDI OBITh PA3AUYHBI-
MU M He BIIOAHE COBITAAAIOT APYT C ADYrOM. DTO HeCOBITaAeHMe,
3aPUKCHUPOBAHHOE TEKCTYaAbHO, I €CTh reHepaTop COOBITUIHO-
ctu B nipousBepeHMsix J\octoeBckoro.” OTHoIIeHre «OKpy>Ke-
Hue / Kpyrosop» NpuHMUMaeT 3Aech (POPMY MHAEKCA MHAMBUAY-
anbHOCTM, TA€ TIEPBLINT YAEH IPeACTaBAsieT COOOM O3Havarollee,
BTOPOV — O03Hauyaemoe. BocripusiTie ecThb MOMbITKA MEHTAABHOTO
KOHTAKTa C KPYyro3opamu APYrux «si» (MOBECTBYIOMMUX U TTOBE-
CTBYEMBIX MEPCOHAXEN ), OAHAKO B Mpeaenax (GUKIIMOHAABHOTO
AVCKYpCa MBI MUMeeM AOCTYIT UCKAIOYUTENBHO U TOABKO K OKPY-
SKEHMIO MIEPCOHAKa UAU MOAENU ( TEKCTYaAbHOMY OTIMCAHUIO ) €r0o
oKkpy>keHusl. \uiib 3aTeM, BO3Bpaijasi 3Ty BTOPUYHYIO MKOHUY-
HOCTb K ee MepBOHAYanbHOMY COCTOSIHUIO, TPAKTYSI 3Ty MHPOP-
Maluio O HAPY>KHOCTU KakK OINMcaHue BHYTPEHHEro M CpaBHUBASI
UX C TIOAOOHBIMU SI3BIKAMM OKPY>KEHUN APDYTMX repoeB, HAaYMHaeM
0CO3HAaBaTh CMBICA U CITeIU(MUKY perpe3eHTUPYeMOI TOUKU 3pe-
HMSI HA MUD — €ro Kpyrosop.

Apyrumu croBamu, ecan B npoijecce GOPMUPOBAHUST AVICKYP-
ca XYAOXHMK ABUXeTCSI OT MUGO-CMMBOAA KPYrO30PHOTO BU-
A€HMsI TlepCoHa)ka K (POPMMPOBAHUIO OKPY>KEHUsI KaK MHAEKCA

57 Baxmuwn M. M. Boripocsl anTepaTtypsl M acTeTukn. VccnepoBaHMST pasHbIX
ner.M., 1975. C. 103.
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pENpe3eHTUPYEMOI TOYKM 3PEHMs] Ha MUP, TO BOCIPUHUMAIO-
MU OTTAAKMBAETCSI OT HAPYXXHOCTU Tepost M APYTUX (POpPM ero
BHEINTHEW BBIPAKEHHOCTHM, ABUTASICh K MMO3HAHMIO €ro Kpyrosopa
Kak crenuduueckoro criocoba BupeHust myupa. Crparetuyeckon
3apadvert CTAHOBUTCSI TIEPEBOA MEPBUYHON MKOHUMYHOCTM obpasa-
BIEYATAEHUST «BHYTPEHHEN peun» Ha BTOPUYHYIO MKOHUYHOCTD
XYAOKECTBEHHOTO AMCKYpCa, HE YTEPsIB MPU ITOM MCXOAHYIO
nHpopMannio. PernneHT mpopenbiBaeT oOpaTHOE ABUKEHME,
OT BTOPUYHOW MKOHUYHOCTU YCAOBHOT'O AVICKYPCA K MTEPBUIHOMY
cumBoay Cymero. B aTom cmbicae TekeT AOCTOEBCKOIO MOCTPOEH
mopo6HO Brbany: AF060 OTPBIBOK 11 COOBITHE B AFOOOM €r0 IpOoM3-
BEAEHMI PA3BSICHSIET CMBICA APYTOI'O OTPLIBKA M APYTOTO COOLITHMSI.

TIponsBepenmst \OCTOEBCKOTO HE TOALKO NEXKAT PSIAOM APYT
C APYTOM KaKk IMpeAMETbI, UBTOTOBAEHHDbIE OAHMM MAaCTEPOM B pa3-
Hble BpEMEHa, HO CTPYKTYPHO-CEMAaHTUYECKM OKa3bIBAIOTCS
BAOYKEHHBIMU APYT B APYra MO MPUHIIUIY «AYKOBUIIbD), SIBASISICh
dakTMIeCKM pasHBIMM MHAEKCAABHLIMM CHUCTeMaMu, OOAaparo-
MUMU €AMHBIM pedepeHTOM, B KOTOPOM coOpaHa BOEAMHO BCSI
duHANMCTCKAST MHTeprpeTanus. A\pyrmmMiu CAOBaMu, 3KCTEHCUO-
HanbHAsl CEMAHTHMKA 3HAKA TepecTaeT AOMMHMUPOBATb, YCTYIast
CBOE MEeCTO MHTEHCHMOHAAY KaK CTPYKTYPHO OPraHM30BaAHHOMY
COAepKaHuIo TIOHsITUMSI. VMHTEeHCHMOHan Bcerpa TMpUAAET 3HAKY
OHTONOTMYECKUIT OTTEHOK, CBSI3BIBASI €70 C OBITUITHOM ITpoOAeMa-
TUKOWM M BOIIPOCOM 00 orpaBAaHmuu cyiectBoBanus. Posxxpaercst
AVICKYPC, PacCKa3 O HEKOM COOBITHM, [JEHHOCTHO MHTEPITPETUPO-
BAHHOM C OTIPEAEAEHHOV TOYKM 3peHMsT. IKPPACUC OKA3LIBAETCS
MPU3HAKOM TOT'O Croco0a, ¢ IMOMOIbI0O KOTOPOTI'O aBTOP peliaeT
Mpob6aeMy TTepeBOAA AMYHOTO BUAEHMST MUPaA B CUTYAIIUIO BUAE-
HMSI MMPA C KOCTPAHEHHOV» TOYKM 3PEHMUSI.

M3oTonust TekcTa AOCTOEBCKOTO, 0GecreunBaroIasl CEeMaHTU-
YeCKYI0 YCTOMYMBOCTH MHTEPIPETAHTHI, (POPMUPOBANACh B TOM
M36LITOYHOM aHCaMbAe CEMaHTUYECKMX KATETOPUI, KOTOPBI 00e-
crieymBancst GopMaToM aBTOKOMMYHMKAIMM U OBIA pPeanm3oBaH
B BUAE MAEOTPaPUIECKMX CUCTEM KITOPTPETA», KTOTUKM» M «KaAA-
anrpadumy». VIHTeprpeTanTa 3apoxkaanachb Ha OCHOBe CeMaHTU4e-
CKUX B3aMMOAEVICTBUI MEKAY TUMU U30TOIMSIMIA, I COBEPIIEHHO
He CAyYalfHO, YTO ITUX SI3BIKOB OKa3anoCh OOABIIE TPEX — MU-
HMManbHO BO3MOKHOTO KOAMYECTBA AN BOSHMKHOBEHMSI MHTEP-
npetanTbl. CeMaHTMYeCKOM 6a30M AAsI TeHe3Mca XYAOKECTBEH-
HOMM GOpMbI /\OCTOEBCKOTO OKa3bIBAETCSI MHTEPTEKCTYyanbHOE
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OTHOIIIEHNE MEXAY ABYMSI CEMUOTUYECKUMU OOBEKTAMMU: OKPY-
SKAONMM KOHKPETHOTO aBTOpa HabOPOM SI3BIKOB, CBOMCTBEHHDIX
AAQHHOWM KYABTYpe, M HA6OPOM CAOBECHO-MAEOTPAPUIECKUX SI3BI-
KOB, KOTOPbIE€ BhIPAOATHIBAIOTCSI MMCATENEM B ITPOIECCE TBOPYE-
CTBa, OCHOBHBIM COAEP>KaHMEM KOTOPOTO SIBASIETCSI TTIEPEBOA CO-
OpITUITHOCTHU-1 B COOBITUITHOCTB-2 U, Aanee, GOPMUPOBAHME CUM-
BOAMYECKOWM COOBITUMIMHOCTMU-3 KaK MHAEKCAABHOV COOLITUMITHOCTY
TBopenust. PedepeHIManbHblit 1 CUMBOAMYECKUI CMBICABI OKa-
3BIBAIOTCST CBSI3AHHBIMM, KAMIIE KaK AOXKHAST OOBIAEHHOCTD COOBI-
TUMHOCTY-2 OKa3bIBAETCSI TPEOAONEHHBIM C TTOMONIBIO OOpeTeHMST
HOBOTO MeTa(hOPUIECKOTO pecypca, TeHEPUPYETCSI HOBBIN CMBICA,
9TO U SIBASIETCSI CTPATETMIECKON 11EABIO aBTOPA.

B 3ToM MHOroypoBHEBOM TIipoljecce O3HAYMBAHUSI OCOOYIO
pOAb UrpaeT 3PUTEABHBINT 00pa3 Kak cema, OCBOOOXXAeHHas
OT MPUYNHHO-CAEACTBEHHBIX CBsI3e1. 3 HEM TPOMCXOAUT ITepBOHA-
JanbHast HEMTPaAU3AINST 03HAYAEMOTO M 0OpeTeHe KOHKPETHO-
MKOHUNYECKUM 0OPa30M MePBOOLITHOTO COCTOSTHUSI — COCTOSIHMST
OTKAIOYeHMsT (MAM UTHOPUPOBAHMS MM ) MHTEPITPETUPYIONIEN €r0
TOYKM BOCTIPUSITHSI. 3AECh MHTEPITPETATOP OKA3BIBAETCSI B HEKOM
CTEPUABLHOM COCTOSIHUM, YTBEPIKAAST COOLITIE B €70 TTEPBOOCHOB-
HOW OBITMIHOCTH, PpabyabHOE COOBITME BBICTYIAET KaK CBOEro
pOAa HEBOCIIPUHSITOE — HEYBUAEHHOE M HEYCABIIIaHHOE COOBI-
Te. V1 TOABKO 3aTeM, pa3BepHYB 3HAK OT CMMBOAA K aMOneMe,
MOAXOASI K HEMY KakK Obl 3aHOBO, Mu1caTenb GOPMUPYET OUUIITEH-
HYIO OT M36bITOYHOM OOYCAOBAEHHOCTY M A€ TEPMUHMPOBAHHOCTY
TOYKY 3peHMsT Ha Hero. McXoast n3 cOOBITUS KaK TAKOBOTO, B3sI-
TOTO B KOHTEKCTE OMPAaBAAHHOTO HEKUM M3HAYAALHBIM CMBICAOM
TBOpsierocst [T poBuaeHms, BHe MOAMTUYECKM aHTAKMPOBAHHBIX
uHTeprperaunin. IIporecc 3ToT 1men 0OAHOBPEeMEHHO 10 OCU OT-
6opa — B BbIOOpe HAYaNbHBIX YCAOBUI KOMOMHUPOBAHMUSI U IO OCU
KOMOMHMPOBAHUSI — B HAXOXKAEHUM MEXAY OTOOpaHHBIMU dne-
MeHTaMM HOBBIX TTPEAMETHO-CMBICAOBBIX CBsi3er. B BO3HMKaO-
/eM MHAEKCAaNbHOM COOBITHM 3aHOBO YCTAHABAMBAIOTCSI ITPaBMAa
BHYTPUTEKCTOBOV CMMBOAM3AIINU, TTOAYMHSISICH HOBOMY PaKypCy
BUAEHMST COOBITHSI, HOBOV OHTOAOTMYECKOM MTO3UIINM, TAE CIOXKET
XYAOXECTBEHHOTO TEKCTA COMpUKAacaeTcs ¢ cioketrom Muposort
Mcropymn.®

%  MpicAb 06 aBTOPCKOM TMO3MLMM BHE COOLITMSI, OYAYYM OCHOBOV AANDb-
HEeMIIMX PpAacCy>KACHMM, TM03BOAMAA baxTuHy capenaTb BBIBOA: XYAOXKHUK,
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Cneabl GOPMUPOBAHMST ITUX MEPBUYHBIX «MHAEKCANBHBIX CO-
OBITUI MBI OOHAPYKMBAEM M B 3aBEPIIEHHBIX TEKCTAX, U B UAEO-
rpadun \OCTOEBCKOr0, KOTOPAst B 3TOM CMBICAE €CTh HE YTO MHOE,
KaK CAeA AECTPYKIIMM MEPBUYHBIX 3HAKOB-0OPa3oB, mpeobpaso-
BaHHBIX B CAOBO B TBOPYECKOV nabopatopum nmcarens. V3Becrt-
HO, 94TO COOBITME KAK TAKOBOE O3HAYMBAETCS B MIPEAENAX NMIHON
IIKANBI OIIEHOK CYObeKTa, MHAMBUAYANbHAST TOYKA 3PEHMST HA MUD
BBISIBASIET PENEBAHTHOCTbh M CMBICAOBYIO CYTh TOT'O MAM WHOTO
dakra. Ntoboe siBreHME AEVICTBUTENBHOCTU UAU (PUKIIMOHANBHO-
o MMUpa PeNeBaHTHO AUIID B MTPEAENAX OMPEAENEHHOTO BUAEHUS
", BO3MOKHO, OYAET P 3TOM OTCYTCTBOBATH B APYTOM, Ta VAU
MHasI MKaAa OIIeHOK Kak TeHb CAEAYET 3a perpe3eHTaen cobbi-
tust. Upeorpadudeckast 3amich AaeT BO3MOKHOCTD CO3AATh CUTY-
anmio CKPLITOM aHOHVMMHOW Happain, COXpaHUB B HE3aMyTHEH-
HOM COCTOSIHUM CBO€ «BHYTPEHHEE s1», He OTSITONEHHOE arpeccu-
€l «9Y>KOTO B3TASIAA» M COTPETOE MONOKUTENBHO-TTPUEMAIOIIUM
oTHomleHneM. llepBuYHBI OOpas-Brie4aTAeHME Ben IMCATENS
K CMMBOAY, KOTOPBIA A€TKO OTBICKMBAACS B MUPOBOM MCTOPUMA,
MOPOXKAAsT Kanaurpadudeckme 3ammMcy MMeH M3BECTHBIX AesiTe-
nert mupoBont ucropun: « Kanurynay», «¥Onnnt 1lezapo», « Hepony,
«T'puropun Beankum» u t.11.%

CuMBOA, IPUAOSKEHHBIN K peanbHOM pakTorpadmnm COBpeMeH-
HOCTH, M3BAEKAEMOV ICATENEM Yallle BCETO U3 ra3eTHBIX CTATEN,
obpamancst B amM06naeMy, 0603HaYaeMy0 C TTOMOIbIO CAOBECHO-
rpadpuveckmMx KOMIo3uiuit. [TomyTHO MPOMCXOAMA MOUCK HYX-
HOT'O CMHTAKCHUCA AMCKYPCa M KOMIO3UIIMOHHBIX PEIeHNI C T10-
MOMJBIO PUTMUKO-MHEMOHUYECKUX «TOTUYECKMX» PUCYHKOB.
Touka co3HaHMsI TePOST KAK TPETHEro AUIIa («AUITO UAENY ) TTOAY-
Yana CBOe BhIPAXKEHME B BUAE KTOPTPETHBIX PUCYHKOB», KOTOPbIE
OKPY’KaNUCh 3aMUCSIMU-KOHCITEKTAMM HAPOIKAABIIETOCST Happa-
TUBHOTO AVICKYPCA: T€POM «OTIAOTHEBAACS», TTIOAB3YSICh TEPMUHOM
Baxtuna.® CobbITUITHOCTB ITIpoAOAKaIoIerocst TBopeHust 1 cTe-
MeHb CBSI3AHHOCTU AESITEABHOCTU YeA0BEKA C €€ KapAMHANBHBIMU
IJEASIMM, C KOTOPOM OOBIYHO HAYMHAA MUCATEAb, PACCMATPUBAS

CTaHOBSICh «aKTMBHLIM B (POPME» M 3aHUMASI K[TO3UIIMIO BHE COAEPIKAHMSI — KaK
[MO03HABATENBHO-2TUYECKOM HAIPABNEHHOCTI», MMOAYYaeT BO3MOXKHOCTb «M3BHE
00beAMHSITh, OPOPMASITL M 3aBEPIIATH COOBITHME», TAABHOE B 3TOM Ipoljecce —
«eprHCTBO obbiManusy. baxmun M. M. Boripocot anmTepatypst u actetniu. C. 64.
% PI'AM, . 212, omi. 1, ep. xp. 6, . 106.
40 Tam xe, ep. xp. 11, a. 90.



Koncmanmun Bapwum

CyAbLObl TaKk Ha3bIBAEMBIX «BEAMKMX AIOAeN», (GopMMUpOBanNach
B 3aBepIIeHHOM XYAOXXeCTBEHHOM (HOpMe WMHAEKCAAbHOM CO-
OLITMITHOCTU-3, YKa3bIBaBIlley HA HEOOXOAVMMYIO MPUYACTHOCTh
AMYHOWM MHAMBUAYanbHOM ku3Hu K Muposoyt Mcropun. Takos
MapIIpyT «BEKOBEYHOTO BOIPOCA» B IMPOCTPAHCTBE CEMMO3MCA
TBOpYecKkou raboparopun \OCTOEBCKOro.

ITocrepoBaTenbHOCTH CMEHBI ITAITOB pabOTHI MMCATEAS, TTPO-
SIBAeHHAsI B XapaKTePHOM ANST HErO criocobe 3aroAHeHMsT CTPaHuI]
CBOVX Y€PHOBMKOB, OKa3bIBAeTCsT caepyiomast: 1) mpeorpapmde-
CKMe 3HAKW, CBSI3aHHDIE CO 3PUTENbHBIMU BITEYATAEHUSIMU U COOT-
HeCeHHbIe ¢ pepepeHTOM Ha OCHOBAaHMM (POPMANBHOTO CXOACTBA,
OKa3bIBAIOT POAbL KaTaau3aTopa aBTOKOMMYHUKATUBHBIX IIPO-
1]eCCOB, UTpasl POAb «CaAa KaMHE», OAHOBPEMEHHO Aenasl Mpo-
11ecc repeBoAa 0onee MPOTSDKEHHDBIM, AaBasl TEM CAMBIM OOADBIIYIO
cBOo6OAY BeIGOpA, 2) 3a CYeT cepuy MHOTOKAHAAbBHBIX ITEPEBOAOB
MAEOrPAMM Ha SI3bIK CAOBA GOPMUPYETCSI XYAOKECTBEHHOE BPEeMSsI
1 co3paetcsi ocHoBa GabyAbHOW COOBITUMHOCTU ITPOU3BEAEHMSI,
3) dopMupyeTcss HappaTUBHBINM AMCKYPC, MTOBECTBOBATENbHOE
coObITHE-2, TIOSIBASIETCSI TTPOCTPAHCTBO «OKPY>KEHUST», OMMCaH-
HOE C TOYKM BUAEHMsI Happaropa, 4) coObITie CTaHOBUTCSI «CO-
OBITHMEMY», paccka3aHHast ucTopusl (MHTpUra) yKasbiBaeT Ha BCIO
Muposywo VMcropuio n BeiTe xak co-0biTHe; MOSIBASIETCSI T10-
CTPOEeHHOEe MeTOHMMMYECKUM 06 Pa3oM MHAEKCaAbHOe COObITHE-3,
B KOTOPOM OITMCAaHHOE C OIPEeAEAeHHOWM TOYKM 3PEHMS] YacTHOe
MPOMCIeCTBME UHAMBUAYAABHOM KM3HM 0003HAYaeT 1]eroe YHU-
BepcyMa. ITOT YPOBEHDb COOBITUIMHOCTU-3 KAK CBUAETENAbCTBOBA-
HMSI AMYHOTO OBITUSI M, OAHOBPEMEHHO, (pakTa Harnumst DbITust
B IJEAOM SIBASIETCSI OCHOBOJ cTpaTtermu /\OCTOEBCKOro, OmpeAe-
nsist GoOpMUPOBaHMeE ero  creudUYeckoro XyAO>KeCTBEHHO-
$rnocoPpcroro AMCKypca.



Cepzeu Nayeosuw

OAOPUCTUYECKMUM AMCKYPC AOCTOEBCKOI'O
(K onMCaHMIO 3HAKOBBIX CUCTEM
B TeKCcTe poMaHa «beAHbIE ATOAM»)

B nuceme ot «Mrons 27» Bapenbka, cpeay ripodero, skanyeTcst
Maxapy AnekceeBu4y Ha CBOe PAacCTPOEHHOE 3A0POBLE U «ObI-
BaroIMe» y Hee, KaK eyl KaXkeTCsl, MPeACMEPTHDIE «CHBIDY: «...5T TAK
cnaba; BOT M CETOAHSI, KOTAA BCTaBana YTPOM C ITOCTEAU, MHE AYP-
HO CAEAanoCh, <...> 9yBCTBYIO <...>, 4TO ckopo ympy» (1,55").

Ha caepyrommii sxe peHb, oTBeuast BapBape AnexceeBHe, «Bep-
HBT ADYT» J\€BYHIKMH CTBIAVIT M YTEIaeT CBOIO0 «HEHATASIAHYIO
SICOUKY»:

«BpbI He 6OJ\I)HI)I, Ayliedka, BOBCe He 60]\I)HI)I; Bbl [IBETETE, [TPABO 1IBE-
TeTe; 6J\EAH€HI)KI/I HEMHOJKKO, a BCe-TaKky IBETeTe».

W, ne nocrieB enje packpeiTh «I[loBectn Beaknnay, npucnan-
Hble eMy B OOMeH Ha HEeroAHble KHM>KOHKU B pATa3sieBCKOM BKYCe,
Maxkap TyT ke 3aCTynaeTcs 3a «ITyCTSIKI» CBOETrO « Apyra»:

«He coraamarocnh s1 ¢ BaMu ¥ HMKAK He MOr'y COraacmTbCs. ITucano
JBEUCTO, <...> o4eHb xopomo!» (1,55—56).

IJgemenuro,” monoxxeHHOMY BapeHbKe B ee OpayHOM BO3pacTe,
OecrnoAHasI SKU3Hb YMHOBHUKA ANST ITMCHbMA MOYKET YIIOAOOASITHCSI
AVIIb YBemeHUeM C102d — TYCTb B CAOBE «CAMOM ITyCTOM» U AdsKe
«ITOAAOMY», HO BBIIIEAIIIEM U3-TIOA OYASIIIET0 COYMHUTENBCKIE aM-
ourmu «6orkoro nepay Parassiesa.

1 Nocmoesckutt @. M. IToan. cobp. cou.: B 30 1. \., 1972—1990. 3pecp n panee
CCBIAKM B TEKCTE C yKA3aHMEM TOMA U CTPAHMI].
2 3pech u panee Bespe rpadpudeckue akireHTol mou. — C. /L.

© C. Aayrosum, 2011

183



Cepeeu \ayzosuu

«IIpenectp Taxas, — Boctopraetrcst Makap, — 1IBETbI, TPOCTO 1]BETHI;
€O BCsIKOV cTpaHuibl 6ykeT Bsoku!» (1, 51).

3aBupyst Tananty BapBapbl AnekceeBHbI B KOAHOM ITPOCTOM AM-
CTUKE» AATbh OIMMCAHME KIIPUPOABDY M «PA3HBIX KAPTUH CEAbCKUX)
(1, 46), monyuast OT Hee 3aMevYaHMsT HA CBOWM «CAOT YPE3BBIYANHO
HepoBHbINY (1,70), mpepBapsisi TOCAAHMST K HEVI COYMHEHMEM KTV -
CeM YepHOBbBIX», HAKOHEI], TePeYNUTAB 38 OAMH MIPUCECT «BCE» €€
mucbma (1, 79), \eBymKuH K Ha4Yany OCEHM BbIHAMIMBAET-TAKN
(«HM M3 KaKOM KHMXKKM He BBIITMCBIBAsSY ) MOAO0OME HOBEMIIEro
IIBETOCAOBA — MECTPbI Oykem «0O6PasijoB» COOCTBEHHOTO «XO-
POIIIETO CAOTY».

IIpeBpatmB yCAOBHO-POMAaHMYECKYIO IIE€PENMCKY B pomar
¢ cobcmeeHHbiM hucbmom, Makap AnekceeBUY C TOPAOCTDLIO
MpeAbsIBAsieT «rony6unky BapeHbke» BCE TO, YTO CMOrAO BMe-
CTUTH MOCAAHME O CYTry0O HOBBIX U MMeHHO «ceropHs» («CeHTsi-
OPs1 5» ) MCTIBITAHHBIX AAPECAHTOM «BIIEYATAECHUSIX»: OUePK B AyXe
MTOAAENOK oA ropoAckye ioBecty ['oronst; pusuonozuio ala I'pu-
ropoud (¢ noHpaBuBiIencs: \eBYIKUHY «TOACKa3KOm» \ocTo-
€BCKOI'0 — «3BSIKHYBIIEV MOHETKOIY ); UHOCKA3aHUe, OGHAPYKU-
BaroIee MOA «CaroKHOM» MeTadOPOt AFOACKO pa3obIeHHOCTI
«BOABHOMBICAME» CAMOT'O COYMHUTENST, U, BAOOABOK, — TPOTATEADL-
HBIJ pACCKA3 O AaCKe U TIOKPOBUTENBCTBE IENOBEKY 6€3 AONKHO-
ctuy — «6epHomy» cocepy Aeymkmaa — [opmkosy (1, 85—91).

C M3SIIIHBIM 1JBETOCAOBMEM U TTOITUYECKOW OOTAHUKOW MO-
nopon JoCToeBCKMIT ObIA 3HAKOM HE TOABKO MO COYMHEHMUSIM
H. M. Kapamsuna,® ctuxorBopHomy «ceaamy» A.I1. O3H06mmm-
Ha MAM «TOAKOBaHMIO» 3HavyeHMn 11BeToB Odennernt (B repeBoae
«Tamnera» H.A. IToneBbIiM), HO, BEPOSITHO, U [0 TPYAAM U3BECT-
HOrO MOCKOBCKOI'O HaTypanucTa-lmeAnMHruaHia, npodeccopa,
nsparens u rnosara M. A. MakcumosBuya.*

B nonyasipHoit kHure ydeHoro myxka — «PasmbimaeHust
o ITpupope» (cm. raaBel «O uBetke» n «O cTeneHsIX >KMU3HU
B 3€MHOM Mupe») — 3mMOaeMaTuyeckasr OOOIOAO3HAYHOCTD

3 Cp.: Kunskosa J. M. Tpapumm ceHTMMeHTaAM3Ma B TBOPYECTBE PAHHETO

Nocroesckoro (1844—1849). Tomck, 1989. C. 252—253.

4 He cayuarino B mucbme k P.H. Bepry ot 12 mionst 1861 r. AoctoeBckust, co-
4yBCTBEHHO roBopst 0 B. @. OpoeBckom — aBrope ctaThy « HT0 kKpecTbsiunu Haym
TBEPAMA CBOMM AETSIM, HACTABASISI X HA AOOPO», Ha3bIBaeT 3TO counHenne «Kumn-
ront Hayma» (28,, 18, 373). Cp.: Maxcumosuu M. Kuura Hayma o Beankom Bo-
skbeM Mupe. M., 1833.
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«IIBETEHUSI» U «ATOOBM» BBIBOAUTCST M3 UAEU YHUBEPCANLHOW CO-
MIPUPOAHOCTU U CPOACTBA «KM3HU I]BETKA» CAMOOCO3HAHHOMY
OBITUIO YeNOBEKA.

«Tarna <gBertka>, — nmoBectByer MakcumoBmd, — ecTb nf060Bb. [1e-
PMOA 1JBETEHMSI AASI PACTEHMSI eCTb Ta Nopa >KM3HM, KOTAA OHO IOTOBO
SKEPTBOBATD OBITMEM CBOMM AASI ADYTMX €My MOAOOHDBIX CYNIeCTB, KOTAA
OHO YCTPEMASIET K CeW L]JeAM BCe CUABI CBOM, COOMpAIoIMecs B IJBETKeE.
1 HMKOrAa >KM3HB pacTeHus! He ObIBAaeT TaK AesITeAbHA, TAaMeHHa U Po-
CKOIIIHA, KaK 3AeCb, TA€ AOCTMIaeT OHa BLICIIEN CTENEeHM CBOEro pa3BuU-
THsl, 06pa3oBaHMs M COBepIIeHCTBA. L]BeTeHne ecTh GpayHOe TOPKECTBO
SKM3HM PACTEHMS]; a JBETOK eCTb TOT YePTOr, I'Ae TOP>KEeCTBYEeTCS AF0OOBD
ero<... >

IOnas peBa npumevaer ABM>KeHMs mpexkpacHon [Japesust < @aoper>,
AYMaeT pasrapaThb CEPALIEM es1 CHOBMAEHMSI, M BMASI B 1JBeTax esl, Kax
B 3epKane, COOCTBEHHbIE MEYTHI M YYBCTBA, BBIPAXKAET MX SI3IKOM I]BETOB.
Mbpicasipmnt 11BeTok IIpmpoabl, oHa y3HaeT B AMAMM — YMCTOTY CBOIO,
B pO3€ — KPAacCOTYy U AOOOBb, B He3a0yAKe HAXOAUT BOCIIOMMHAHMeE M Ha-
3pIBaeT CpeOpPOIBETOM CBOIO IJBETYIYIO0 MAAAOCTD.

B mmnoBunyke — Ayira most:

N\1060Bb — 1IBETDI; TOCKA — IIUIIDI,
Poca na Hux — u3 cne3 moux.

TToaT BUAMT B 11BeTax >KMBOE M300paskeHne KPacoThl U HUTAE He Ha-
XOAUT KPacoK Aydlle pPO3bl U AMAMMU, YTOO M306pasuThb GenopyMsIHDIN
BeT AT06BYM MAM MedThl cBoer. [1o kpacore 1yBeTs 6ansKkast poans [1oa-
3y, 11033151, OAYIEBASISICH MMM, BCETAA AOOMAA OAYIIEBASITD UX».’

Emge 3a ABa ¢ TOAOBMHOM Mecsilja AO BO3HMKHOBEHMST MBICAY
«BAPYT» CAENATDHCST KITMUTOM»-CTUXOTBOPIIEM U «COYMHUTENEM
antepatypbl» Makap 06MABHO HACBIIIAET CBOY MycbMa K BapeHb-
K€ Pa3HBIMM [OATUYECKUMU KITPUAYMOYKAMM»: «AMYPAMU AQ IKU-
BOKaAMM», «3aTEVIAMBLIMU MBICASIMU» U «HEXKHBIMM MEUYTaHUSIMU
<...> B PO30BOM I]JBETE», PACCKa3amMy O OBIBIIMX 1 BOOOpasKaeMbIX
«OIYyIJeHMSIX», HAKOHEeL], — O 3aMbICAe «IIPEMMAOI» 3PUTENbHON
Mepenycky — OKHO B OKHO — («u TMceM He HY>KHO!») mocpep-
CTBOM YCAOBAEHHBIX ITONOYKEHUN «yronouka 3anaseckuy (1, 13,
14, 19).

IIpounTBIBAOTCS M BOCIIPUHUMAIOTCS BCE AT «ONaroyxaHus» Aa-
NeKo He B YHMCOH oxupanusm Jesymikmua. Mx onjenka Bapenbkon

5  Maxcumoguu M. Pazmpimaennst o Ilpupope. M.: Vuus. tumorp., 1833.

C.45—-46,72-173.
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10 TOHY COIOCTABMMA eABA A He C 1epMOHIMOBCKOU® MAM AadKe C T1e-
perieTon Ha po3anyecKuit Aap Hekpacosckou GeCTPerteTHOCTDIO:

«CeropHst y>x st HQPO4YHO yroa 3arny. <...> CeroaHs 1 Tocka, 1 CKy4-
Ho, u rpyctHO!» (1,18, 19).

W3 nepsoro sxe («Anpenst 8») miucbMa Kk «b6eciieHHOM» Bapsa-
pe AnekceeBHe SIBCTBYeT, KaKk CUALHO «cepAumnIiKy» Makapa «xo-
TENAOCh», YTOODI 3arHYTHIN YrOAOYEK 3aHABECKU OBIA «ITPUITETIAEH
K FOPIIKY ¢ 6anb3aMMHOM». « banbzaMmyHumMkamm» xe («mapodKkon
TOPIIKOB» ) — HO €elje BKYITle C «TePaHbKOM» M YTOAAMBBIM TTPEA-
noskeHneM «pesepbl» («A Bbl, MOXeT ObITh, M pe3eAy ArouTe?
Tak n pesepa eCTb, BbI HATMMIIIUTE» ) — CIOKET IIBETUCTOrO («4yTh
He Ha ABYX AMICTax» ) MOCAAHUsI K «IITAIIKE BECEHHEV» U 3aBepIa-
ercs (1,13,14,17).

Bapenbka, o6yuaBmiasicst B TaHCMOHE, « COAEPKATEeNAbHUITY» KO-
TOPOro Mano 3ab60THUAA «KHPABCTBEHHOCTBY BOCITUTAHHMI], HE MOT-
na He 3HATb XOTSI Obl a30B MOTAMHOIO A3bIKA 67110071eHHbLX, Oe3-
YCAOBHO HAaXOAMBIIErO TaKkKe 0coboe c600HUteckoe nhumeHeHUe
1 B 0OMXOA€e He MeHee MaMsITHOT'O AMSI YYBCTBUTENBHOM A€BYIIKNA
aoma AHHb PeOoAOPOBHBI, KTOMUHYTHO» TOBOPHUBIIIEN, YTO Y HEe
3AECh... «<He MOAHBINT Marasum» (1,29, 30—31).

Bo Bcskom caydae, puropudeckune yropoOneHMst ceOsl camornt
BeTKy (Ha MaHep TMO3TUKU TYPreHEeBCKOTO CTUXOTBOPEHMS
«IBeTok»”) sIBHO He OBIAM YK€ BHOBE ANST «MEUTATENBHOVD) TISIT-
HaAllaTUAETHEV IoHUIIbL. «M Korpa cepAlly CTAaHOBUTCSI TSIKENO,
00OABHO, TOMUTEABHO, TPYCTHO, — NuIeT BapeHbka, — Toraa BOC-
IMOMMHAHMST CBEKAT U SKMUBSIT €r0, KaK KaIlAM POChI B BAAYKHBIV Be-
4ep, MOCAe KapKOro AHSI, CBEXKAT M SKMBSIT O€AHBIV, YaXAbII 11Be-
TOK, CropeBIIMi oT 3HOsI AHeBHOTO» (1, 39). [TospHee — 31O eme
U BeCbMa YMECTHOE B «BOCIIOMUHAHUM O 30A0TOM AETCTBE» CPaB-
HEHJe: «yTPOM BCTaHENb CBeXa, Kak rietoder» (1, 84).

TTocrepoBaTenbHOCTh (GAOPUCTUYECKMX HAMEKOB, BLICTPOEH-
Hast \eBYIIKMHBIM B IMCbMe K MOHSITAMBOM «yrpsimuiie» (1, 13),
MoTAa OBl OBITH IPOYTEHA €10 BIIOAHE CBSI3HO M AaXKe poMaHUYeCKU:

1) «IIpepycmoTputenbHOCTDY ~ (6anv3amun);

2) O6oropHas/yABOEHHAS KIIPEAYCMOTPUTEABHOCTbY ~ (napa 6anw-
3aMUHO08);

6

Bemnosckas B. Poman @. M. NoctoesBckoro «beanbie awoam». ., 1988.

C.178—-179.

7

’

Cp. usBecTHbIV anMrpad K croxery «bBenbix HOYern», SIBASTIOLJUIICS TpaBe-
CTUJHDBIM [TIePeOCMBICAEHVIEM 3aKAI0UYUTENBHBIX CTPOK 3TOr'O CTHMXOTBOPEHMSL.
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3) Ilytanuija 4yBCTB M MMePESKMBAHMIT «YBaXKEHMEY; «M3HEMOSKEHME»
/ «cnabocTb»; «CBOeHpaBue» / «IIpUYyAbDy ~ (eeparuil);

4) I'pycTHBIN, HO BCe X OTPAAHDIN ANSI F€POEB POMaHA MCXOA: «Cya-
CThe KpaTKOBpeMeHHoe» ~ (peseda).®

Bapenbka oTBevyaeT 6€3 IpoMeANeHMsI, BIIPOYEM — He B TONK
U He B NaA:

«W 3ayem mue atn ropmkn? Hy, 6anb3amMnHuMKy elje HU4YEro, a repaHb-
ka 3a4yeM? OAHO CNOBEYKO CTOUT HEOCTOPOXKHO CKa3aTbh, KaK Harpumep
00 2TOV repaHy, YK Bbl TOTYAC M KYITUTE; BEAb BEPHO, Aoporo?y (1,17—18).

CHsIB cpasy ke B3sIThIM OY AHMYHBLIM CAOTOM BECh 9MOAEMATU3M
urpmsoro MakapoBa rmocaanmsi, OHa UCKPEHHE PAAYETCSI «XOPO-
IIEHBKOW T'ePAHbKEY», MTPEAECTHBIM «ITYHCOBLIMY» IJBETAM, CTABUT
[MOAAPOK «IIOCPEAVIHE OKHA» «HA CAMOM BMAHOM MECTE» U PelaeT
AOBEPIINTDb YCTPOVICTBO «Pasi B KOMHATE» ellje M CKaMeVKOW C 11Be-
TaMU, MOKYIKA KOTOPBIX OTKAAABIBAETCSI AO TTOPBI, KOTAA YAACTCSI
«pas6orarers» (1,17—18).

KonopaTtuB «ITyHIIOBbBIE» MOXXET CAYKUTH CUHOHMMOM AAST
VIMEHOBAHMST «PO3OBBIX» U «aABIX» COLIBETUI PEANbHOW TepaHu.
Ho B cucTeme amOAeMaTYECKUX 3HAYEHUI KIJBETOB U PACTEHMIT»
NYHYOBHIMU MOTYT OLITh UAM Mabeapumku 711206bie, CBUTHIE B Be-
HOK («HU 0a HU Hem» = «s51 0 oM noOymaio» ), A rBO3AUKM ( AAST
BBIPAsKEHUST KYKACAY ).

Hacrosimmm, He YCAOBHO-CMMBOAMYECKUM Y3KACOM BEET
oT mucbMa BapeHbku, HA caMOM Aene MPOCTYAMBHIEVICSI U Ce-
pbe3HOo 3aboaeBaromeit. bykBanbHoe (OBITOBOE) cOAepIKaHMe
ATOr0 KPaTKOro M OTYASIHHOTO MOCAAHMSI OKA3LIBAETCS ellje
M HeNpeAHAMEPEHHO SI3BUTEABHOM hpo3auueckol napoouemn
Ha BECh TUITOAOTMYECKUN PsIA CTUXOTBOPHBIX CIOKETOB O HO2Y-
O7eHHOM YBemKe:

«AHHa q’eOAOpOBHa TOBOPUT, 4TO 51 I10 'AYITIOCTUN MOEJ CBOEro cYacTysI
yAep>XaTb He yMena, YTO OHa caMa MeHsI Ha cYacTye HaBOAMAA, YTO OHa
HM B 9Y€M OCTAaNAbHOM HE€ BMHOBATA U 4YTO s caMa 3a 4e€CTb CBOIO HE yMeAna,
a MO>KeT ObITD, M He XOTeNd BCTYIMUTHCSL. <...> OHa rOBOPUT, YTO rOCIIOAMH
brikos IIpaB COBEPUIEHHO 1N YTO HE Ha BCSIKOV JKe JKEHUTDCS, KOTOpAsi... Ad
gyro mucate!» (1, 25).

8 ToakoBanust GAOPUCTUYECKON CUMBOAMKM M IMOAEMATUKM AQAIOTCSI 110 110-
nynsipHbIM B Poccun nepsont nonosBonnl XIX cronetnst napanmsam: Makcumoguuy-
Am600ux Hecmop. Vis6pannvie Im6aempr u Cumsonst. CIT6., 1811; SI3bik 15BeTOB,
nan Oricanne sMOAeMATUYECKIMX 3HAYEHMIT, CUMBOAOB M MU(OAOTMYECKOTO ITPO-
ncxoxaeHnst yetos u pacrennmit. CI16., 1849.
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3a BpeMsi, OTHSITOE Y «pOMaHa» AOATOM U TSIKENOW GONE3HBIO
BapeHbku, aest «IIPEAYCMOTPUTENBHOCTIN» OBAAAEBAET HE TONb-
KO CO3HaHMeM onacaronlerocs cnereH Makapa, HO mapaaAOKCanb-
HLIM 00pa3oM nodxeéamuvliéaemcs M caMmuM J\OCTOEBCKMUM, SIBHO
6030ehKUBAIOUUMCSL O ONYOIUKOBAHUS. HOBBIX MMCEM MY4YMMON
«BEeCCOHHUIIEN» U «YKACHO CKYYarOIIeN» repOMHM.

Nvib m3 noctekpurityma K orBetHomy («Mast 20») mmcemy
AeBymkuHa ( pemBLIIero ype3oHUTh IPUIIEAITYIO B ce0s1 Vi HeTep-
MEeAUBO «OAaXKANIYIO» OT CKYKM «MAaTOYKY» ) uumarmens « beAHbIX
NIOAEVT» Y3HAET O PA3BUTHMM HEOE30MTACHON TEMBI 8Ctnpen:

«...Ad KaK >Xe MHe XOAUTHb K BaAM TAaK 4aCTO <...>y KaKk? s Bac crpammn-
Bafo. Pa3Be TeMHOTOIO HOYHOIO MMOAL3YSICh;, AA BOT TeIlepb M HOYEV-TO
IMOYTM He ObIBAET: BpeMs Takoe. <...> Tak BOT Bbl CKpenuTe CEPAEYKO, Ma-
TO4YKa, Ad ITI€PpEXXANTE ANO BbISBAOPOBAEHMSI; & Mbl IIOTOM YK TaK, BHE AOMA,
rae-HMOYAbL paHAeBy paanm» (1, 26).

Mepbl IPeAOCTOPOKHOCTH, CBOEBPEMEHHO NpUHsThIe Maka-
pom AnekceeBuyeM, PaCIpOCTPAHSIIOTCS TENEPb U HA CAMYIO BO3-
MO>XHOCTb 9MOAEMATUYECKOrO ITpoYTeHMst BapeHbkon (nan Kem-
HUOYAD elje) TeX MEeCT B €ro IMCbMe, TA€ TOBOPUTCS O MOCBIAKE
«BVHOI'PAAY» U «PO3AHOBY.

MHorosHauyHbI cMMBOAM3M guHozpada (Bakx u ero peaa/ymo-
eHne,/Boctopr/n060Bb B3anMHasl/n3006mnane,/06eToBaHHAST 3eM-
Asl) M3HAYAABHO M CO3HATENLHO HEMTPAAM3YETCS IIeABIM KacKa-
AOM OI'OBOPOK ¥ MOSICHEHMVT CYI'y60 PUMKAGAHOTO CBOMICTBA:

«ITochiraro BaMm BMHOIPAaAy HEMHOIO, AVIIEYKA; AASI BbI3AODABAMBA-
fOIJeNt 3TO, TOBOPSIT, XOPOIIO, A U AOKTOP PEKOMEHAYET AASI YTONEHMST
JKaXXADI, TAK TOABKO €AMHCTBEHHO AN SKASKADI) .

Posut (kpacora/HeKHOCTDb, IOHOCTDb, CBEXECTb AEBbL/TIpene-
cTi/AI000BL YYyBCTBEHHAsI) HAMEPEHHO AOCTaBAsioTCs Bapsa-
pe AneKkceeBHE 80 UCNONHEHUE ee »KelaHUsl, a He TI0 MHUIMATHUBE
«HEM3MEHHOTO APYTa», COCPEAOTOYEHHOIO Ha IpeAMeTe KyAa 6onee
[IPO3aNYHOM:

«Bam po3aHYMKOB HaMeAHM 3aXOTeNOCh, MATOYKA; TaK BOT 5T BAM UX Te-
rtepb roceinaro. EcTb an y Bac anmeTuT, Ayiedka? — BoT 4To raasHoe» (1,25).

Henb3st He 3aMeTnTD, 4TO A€BYIIKMH U CBOE COOCTBEHHOE MPY-
CTpacTue KO BCeMy MO3TUYEeCKU-UTPUBOMY MPEAYCMOTPUTEALHO
MPUITUCBIBAET BKYCYy BapeHbku ¢ TeM, YTOObI APYSKECKU MOXKY-
PUTD €€ 32 HEAFDOOBb K «BICOKOMY CAOT'Y»!

«Bpr y MeHsI Ha 3TOT cYeT NMpPUBEpPEeAHMIIA; TPYAHO YTOAUTb Ha Ball
BKYC, YK sI Bac 3Ham <...> BaM, BepHO, BCE CTUXOTBOPCTBO HAAOOHO,
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BO3ABIXaHUI, aMyPOB, — HY, M CTUXOB AOCTaHy, BCET'O AOCTaHy <...> €CTb
TeTpapka opaHa nepercanHas» (1, 25).

B oTBeT — «3a BCIO AF060BBY», «XAOTOTHI U cTapanusi» — Bap-
Bapa AnexceeBHa rocbinaet JAeBYIIKMHY «HA CKYKY» HAMAEHHYIO
B KOMOAE CBOIO cTapyio «retpaab» (1, 26).

ITo mepe paccornaacoBaHmst COOBITUITHOM M SMMCTOASIPHON NO-
MK B crokeTe « bepHBIX nfoper» BCEé Gonee 0OHAPYKMBAETCST TEH-
AEHIVSI K CYOCTaHIIMAABHOMY CHUKEHMIO (GAOPUCTUYECKOTO CUM-
Boamsma. M 6e3 Toro HesiBHOe «0OIIeHME» repoeB MOCPEACTBOM
3bIKA 460G CMEHSIETCST PO3ANYHBIM BAeYeHMEM K Honee OCsi-
3aeMOMY s13blKY nhuxomett 20podckozo Gvima.

M3Bemast «MunoctTuBoro rocypapsi» Maxkapa AnekceeBuya
O TMOCBIAKE €My MOTOAEBCKOV «ITOBeCcTU», BapeHbKka 3apaHee BOC-
XUIAETCS «SKMAETKOI», KOTOPYIO OHA «KPOUT» AASI CBOETO «ADY-
ray»: «IpenecTb Kakasi MaTepusl, — XeATeHbKast ¢ 11BeToukamm» (1,
60). DTo HevasTHHOE M BIIOAHE HEBMHHOE CONVIDKEHME «KUNETKI
¢ «IInHennto» pep3HaMeHyeT OAM3KMUI KOHEI] C/102d, TaK AOATO
1 YIIOPHO TeCTyeMOoro numepamyproil eopoviHeil \eBymKkuHa.

I[Tospnee — B «mymHOM» u «boratom yamuiie» ['opoxoBoi,
OCBeIJaeMOV CBEeTOM Ia30BbIX (GOHAPEN, — ATOOOIMBITCTBO BIIEYAT-
anteapHoro Makapa cOCpepOTOYMBAETCSI HA «Kpace» «O6oraThix
Maras3uHOB»: «... BCE TaKk 1 OAECTUT U TOPUT, MaTEPUsl, IIBETHI TOA
cTeKkAaMu, pasHble masnky ¢ aeHramm» (1, 85).

W, naxowners, alter ego repost — OYKavl, crazarowuecs 6 Hekoe
nodobue numepamypuvl, — B OAHOYACbE HAMPOYb OTMEHSIIOTCSI
«BBIMUTBLIMY OYKBAMIY, a BLICOKUIT CUMBOAM3M (DAOPUCTUIECKUX
MeTadOp OKaA3bIBAETCS CHUKEHHDBIM AO A€KOPUPYIOMIMX ITeAepU-
HY « \MCTUKOBY, MIBIOMMXCST «BO3BLImeHHO» (1, 103).

TTo cymecTBY BO (propucTudeckoMm AMCKypce J\OCTOEBCKOTO
«SI3BIK 1JBETOB» HEe HAXOAUT aA€KBATHOIO «IIPSIMOT'O TTPOYTEHMSD).
OH BrneTeH B 6€CKOHEYHbIN Tpoljecc TpaHchopMalum cCAOBECHO
HaMe4YeHHOTO, CUMBOAMYECKM IaAATENBHOT'O U TEM CAMBIM BCETAA
3aHOBO OTKPBIBA€MOTO CMBICAOBOTO TOPU3OHTA.

ABTOpP AMIITb MHUTIMMPYET, TPOOYKAAET YNTATEALCKYIO CEMIO-
KOMIIETEHIJMIO, YTOOBI yBeCTU ee U3 chepsl ynompebreHus 2omo-
BbLX 3HAKOG K € AMHCTBEHHO 3HAYMMOWM NONHOU c60600¢ MHTYUTUB-
HOTO nodbhaszymesarusl.

Hanpumep, unrarenp, kxak m caMm «ManeHLKUI Tepoy» OAHO-
MMeHHOV 1ToBecTH /\OCTOEBCKOro, n30aBAeH OT 6aHanbHOM HEOOXO-
AVIMOCTY 3HATh TEKCT AFOOOBHOIO MMCbMa, OTAAHHOTrO m-me M* ee
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TamHbIM 000>XKaTeneM BMeCTe C MPOIaAbHBIM — «KPEIKUM U AON-
I'MM» — TIOI]eAyeM.

W TonbKO NOBKO COKpbBITOE B OyKeTe, Ha3HAYEHHOM CIACTU
4eCcTb MAaAOHHOAMKOVM KpacaBuIlbl, MMCbMO 3TO, CTAB HAa Manoe
BpeMsl n0006UeM NOCIAHUS YBEMOUHO20, OKMUBAET AAST IMOTUBHO
aAeKBaTHOrO, HO yKe HOBOro ((pu3auoHOMuUueckozo) MpPOYTEHMSI
U ypa3yMeHUsI: ...[10 pA3TOPEBIIMMCS ee IjeKaM, [0 CBEPKABIIeMY,
CNe3sIeMYCsl B3TASIAY, 110 CBETAOMY AMITY, B KOTOPOM KaXXAast yep-
TOYKA TpereTana OT PaAOCTHOTO OIYIIeHUsI, s AOTaAaACs, YTO cua-
CcThe OLIAO B 3TOM IMMCbMe U YTO pa3BesiHa KaK AbIM BCSI TOCKA ee»
(2,290, 293, 294).

B npoTuBOIIOAOKHOCTD AETCKOMY — «ITPOCTOMY», D€ AHOMY»,
SKMBOMY OyKeTy 711066U, B KOTOPOM Ka>KAbIN M3 COOPAHHDIX C «Be-
ceAbIM OVieHMeM CepAIla» IIBETKOB TOYHO M BHSITHO NTOMMEHOBaH
(2,293), — «HebonbII0¥1, HO AOpOTON OyKeT» Bepcuaosa coctont
U3 «KPACUBBIX» U He UMEIOWUX HA36AHUSL «CBEXXUX 1JBETOBY», KY-
rnnaeHHbix COoHe Ha ee «POKAEHME», COBMABINee C AHEM Morpebe-
Hust Maxapa JBaHoBuya.

ITpeomemmnoul «anneropmeiny OTHOWIEHUI B «CAYYaMHOM Ce-
MeVicTBe» OyKeT CTAHOBUTCS enje B peun Bepcunosa:

«...KakK s1 ero AOHeC — He INOHMMaro. Mue pa3a Tpu AOpOFOI;I XOTeNOCh
OPOCUTDH ero Ha CHer M pacToNTaTb HOroM. <..> A XOTeAOCh [TOTOMY, YTO
cAnikoM kpacuB. YTo kpacuBsee 1jBeTKa Ha cBeTe 13 ipeameTos?y (13,408).

OnpeAMeYeHHOCTh TIOHSITUI,/XOTEHU UM PECUMBOAMBUPYET-
csl PU3MYECKUM «PacKkanblBaHMeM»/«pa3OuBaHueM» KaK POAO-
BOrO «Hacaepms» mokorHoro (13, 408—409), rtak, B cynmjHOCTH,
M 3aKkAl09eHHOM B camom mmenn Maxapuil/Maxkap sambGremarot
cuacmvs-61aKeHCmaa.

Becbma HEOXXVAGHHOV PECMMBONM3ALMUM TOABEPTAETCSI TAKIKE
M «IIPENECTHAsI MaTePUs» «KEeATEHbKOr0» TOHA C «IJBETOYKAMILY,
MAYIIasi Ha HOBEHDLKYIO SKMAETKY AAst obHocmBirerocst Maxapa
AnexceeBnya. VI mpoMCXOAUT 3TO B TEKCTE OKOHYATEABHON pe-
aaxumm «IIpectynnennst u HakasaHms.

B oramume or paHHMX BapMaHTOB CIOXKeTa, TA€ HECYACTHBIN
youriia (eme «Bacs» ), 3a6oaeBarommit CTpaxoM MyOAMYHOTO pa-
300navyeHns],” CABIIIUT XUBOE 00CY>KAeHMEe OOCTOSITEALCTB TMbenmn

9 Cp. ¢ mucomom AeBymkuHa o «IIIunenam»: «/\a TyT U Ha yAUIly HEAb3sI [10-

Ka3aTbCst OYAET; BEAb TYT 9TO BCE TAK AOKA3aHO, YTO HaIllero 6para ro OAHO 1o-
XOAKe y3Haemn Terepb» (1, 63).
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NmzaBeTsl n Ha Bornpoc Pazymuxmnna — «Crmmn?» — «Monda oT-
BopaumBaeTcst kK creHe» (7, 71—72), Popyon PackoanbHUKOB, TAsI-
ASl Ha CTeHy, paccmampugaem IPsI3HbIE «KeATbIe» 000U «C Oenbl-
MM [JBETOYKAMMY, 6bi0Upaerm «OAMH HEYKAIOXMIT OeAbll 1JBETOK,
C KakyMM-TO KOPUYHEBBIMM YE€PTOYKAMM», YTOOLI OIPEAENUTD,
«CKOABKO B HEM AMCTMKOB, Kakye Ha AMCTUKAX 3a3yOpPMHKU
" CKOABKO YepTodek?» (6, 105).

IJTOT acKeTUYECKMI UHMeNleKmMYydiu3m BUAEHDs], He TOKU-
AQIOIUIT YM Teposl AasKe M Ha I'PAHM TeNeCHOTO OHeMeHUsl, CIO-
SKkeTHO 6ucpynkyuoraneH. O6Hapyxxusast B Poanone Pomanosnue
aHAAMTUYECKYIO M3O0IIPEHHOCTDb, BIIOAHE AOCTONMHYIO Aponbda-
Teopopa bpoHbsipa — aBTopa n3BecTHOM «VIcTOpUM MCKOTaeMbIX
pacTeHum», OH, TOMMUMO ITOTO, AdET YUTATENIO TTOHSITh, AO KAKOM
CTETeHN «YTAYOUBIINIICS B ce6s1» «MONOAOM yenoBek» (6, 5) Gbia
UM OCTaeTCsl AaneKMM OT COKPBLITOTO BO BHYTpeHHel (opme ero
uMeHU XMBOTO cMMBOAA po3ut.

CoBceM MHOVI 3HAKOBDIV PsiA 00Pa3yIOT IJBETHI, KITPEACTABASIIO-
MIMECSD «BMABIIEMY B TOAYAPEMOTY» re AOHUCTY CBUAPUTAINOBY,
MyTeM «COBEPIIEHHOTO CO3HAHMST U «aHAAM3a» BITOAHE MPUOGAU-
3UBIIEMYCST K «YTOAEHUIO» ITOCAEAHETO B €r0 JKM3HU «HACAAKAE-
HUST» — YAOBOABCTBUSI OKOHYUTH 3€MHOM MY Th «CaMOyOUITCTBOM»
(6,391;7,158)."

YpesmepHOCTb M MaTepManbHasi OINAOTHEHHOCTb «BCTAlO-
mux» B moaycHe Apkaaust MBaHoBMYa «opHA 3a APYroo» Gao-
PUCTUIECKUX «T'pe3» (CO BCeM MX M30OMAMEM U POCKOIILIO TTOYTH

10 «ChoBapHasyy YKOpPEHEHHOCTb Takoy atumonrormm (cp.: ITempos-

ckutt H. A. CaoBapb pycckux ananbix umen. M., 1966. C. 189) pacumpsiercst u nipe-
obpasyercst memamu3sayueti o6o3navenuts Aesvt Mapuu / Madonnuv / Boeopodu-
Ybl, 9€r0 HEAL3sT He 3aMeTUTH yKe B nepeBoae Noctoesckum «Esrennn I'panpe»
(cm.: Nakeeb D.G. The earliest Dostoevsky: style and meaning in his translation
of «Eugenie Grandet». Columbia Univ., 1972. P. 156—157).

' TeMa «OCYNIECTBACHMS» «HACAAKACHUIN» — U «B MEUTAX» U «B AENe» —
ObIna OTYETAMBO BbIYAEHEHA M CTUAMCTMYECKM MapKupoBaHa /\OCTOEBCKMM elje
B 1847 r. B dpenverone «Ilerepbyprckast nerormcn» 3a 15 nronst rosopurcst: «Mpr
BCErAa pasoMHeM, UCTeP3aeM IJBETOK, YTOO CUAbHEe MOYYBCTBOBATb €ro 3arax,
M POIIIEM [TOTOM, KOTAA BMECTO apoMaTa AOCTAETCsI HAM OAMH 4Yaj. A MexXAy TeM
TPYAHO CKa3aTh, YTO ObI CTAAOCH C HAMMU, €CAU 6 He BLIAABAAMCD HAM < ...> HECKONDL-
KO AHEV B LJ€ABIVI TOA M HEe YTOASIAM PazHOOOpasueM SIBAEHUI TIPUPOABI HAULY
<...> HEHACBITUMYIO XKaXAY HEITOCPEACTBEHHOM, ecTecTBeHHOM >xn3um» (18, 30).
Cp. NepBbIVt U OTAMIUTEABHDLIV TIPU3HAK HATypbl CBUApUTIaiaOBa: «HETIOMepHast
M HEHACLITUMAsI XXaXkAa HacaaxkAeH» (7, 158).
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pU3UIECKN OCsI3aeMON AETAAMUBAINN: «AYIIUCTbIE KAYMOBI 11Be-
TOBY; «TPSIABI PO3»; IIBETBHI B KMTAMCKNX OAHKAX»; «TYYHbIE HAP-
IIM3BI»; KIOADI, YChITTAHHBIE HAKOITEHHOIO TPaBoiy; «benble aTaac,
IPOAEHATIAB, TYCTOW PIOI, TIOAEBOE MAAThE», KBEHOK U3 PO3» )
HOCUT CyTIy60 UHOeKCanbHull XapakTep.

Henpeodonumas B CBUAPUTANINOBE HU «@PTUCTUYECKON YTOH-
YEeHHOCTDLIO», HM 00pPa30BaHHOCTHIO, HM «IIOKasIHMEM» U AOOPO-
AETEeNbIO, HM «CTPAITHBIM [TOCTOM ¥ MOAMTBOW», HU AaKe HUIEH-
CKVM «ITPOIIEHMEM MUAOCTLIHMY (QAKMUUECKAs. CMeXHOCHb «Te-
NOCAOSKEHUSD» C HAPIIMCCU3MOM «CTPACTHBIX M GYPHBIX TTOPLIBOB»
(7, 158) ne uzobauuaem xapakrTep MAM 3TOC repost (roBopsiero
«C HACTOSIMVM BOCTOPYKEHHBIM TTAaMeHeM» 0 /\yHe, KOTOPYIO «CO-
OupaeTcst HACUAOBATL» U, BMECTe, «PACTOITAaTh BCIO 3Ty OO>XKe-
CTBEHHYIO YMCTOTY HOTamm» ), HO AMINb COBITAAaeT ¢ nota bene
ANocroesckoro — «3Bepb. Turp» (7, 160,164) — koHcTaranmen,
NPSIMBIM YKA3AHUeM, aHanozuetl, He TpebyommuMyu Metadopuye-
CKUX MOSICHeHU.

B amckypcuBHOM npaktuxke /\OCTOEBCKOrO HEM3MEHHO BaXK-
HYIO POAb UTpaeT TakKe AECUMBOAUBAIINST «AUTEPATYPHOCTI»
M CaMUX «AUTEPATOPOBY», IPOUCXOASINAS BMeCTe C TepeMe-
HOW/yTparoi adpecama — COy4acCTHUKA KaHPOBOWM KOHBEHIIMA
VAV XOTsI ObI YCAOBAEHHOTO «IIPEAMETA U300PaskeHMs».

[TouTn yske HameAmmMiT CBOVI caor (1 eABa AV He B OOADIIIENT CTe-
ey 03abOYeHHBIN AumebamypHo-npuKnOUeHUeCKUMU CIIOCO-
6amMy AOCTaBKM CO3AAHHBIX UM «APYKeCKMX mocnraumiy ) Maxap
J\eBYLIKMH HevastHHO OOHapy>kuBaeT, 4To BapBapa AnexceeBHa
Ha OAHO €ro «MMCbMeI0» yKe «Hadana ObIAO HUTOYKM HAaMaThl-
BaTb», @ BCKOPE U COBCEM «0e3BO3BPATHOY» MOKUHET «ITTUCTONSIP-
HBIV» pPOMaH PaAU «CTEITHOV» MCTOPUM O TOM, KaK «TOCITOANH BbI-
KOB» OTAAA IIPEATIOUTeHNE OeAHOVI CUPOTE, He CBsI3aB ceOsl y3aMu
6paka c «MmockoBckon kymanxom» (1, 105, 107—108).

12 OAHMM M3 BEPOSITHBIX AMTEPATYPHLIX MCTOYHMKOB HTOTO IMOYTU IKIOTU-

YeCKOro ONMMCAHUsI MOTAM ObITh cTUXOTBOPHBIe counHenust . I1. O3Ho6ummHa:
«Tponyeia penn» u «Cenam, nan SI3bIKk 1jBeTOB», ony6ankoBanHbie B 1830 r.

15 Cp. ycaoBHOCTH 300MeTadopuyueckon ctuamctuku Makapa /\eBymikuHa,
MPUCTBIXKEHHOTO BapeHbKO 3a MbSIHCTBO U B [IOKAsTHHOM OTBETHOM ITMCbMe M'OBO-
psimero o cebe: «MaTtodka MOsl, s1 He 30A U He JKECTOKOCEPAEH; & AASI TOTO 4TOOBI
pacrep3aTb CEPAEYKO Balle, roaybxka Mosi, Hy>KHO ObITL He Gonee, He MeHee KaK
KPOBOSKaAHBIM TUTI'POM, HY, @ Y MeHsI CEpAlLle OBeube, U s, KaK M BaM U3BECTHO,
He MMEIO M03bIBa K KpoBOXKapHoCTH...» (1, 81—-82).
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[TomasiM papcom cxoskasl TBOpUYecKasi KOAAM3UsI obopadunBa-
€TCsI ANSI MACTUTOTO M YBEHYAHHOTO AMTEPATOPA I(apMaSI/IHOBa,
MPUTAAIIEHHOTO «3aHSITh COO0I0 MYOAMKY» CTPOKAMU, KKOTOPbBIE
J\O TOT'O BBITIEBAIOTCSI M3 CEPALIA, YTO U cKa3aThb Heab3s» (10, 365).

B napoanrtHoM mepeckase IOoBeCcTBOBATENS-XPOHMKepPA BOC-
MMPOM3BOAMUTCSI perepTyap y>ke He MPUHMMAaeMbIX MONOAOW dYa-
CTBIO Ay AUTOPUU MOHSITUI, 0OPA30B U MUMEH:

«Tyr omsTe 3aknyOuacst TymaHs, siBuacsi I'odmad, mnpocsucrana
n3 [llonena pycaaka, ¥ BADYT 13 TyMaHa, B AaBPOBOM BEHKe, HAA KPOBASI-
Myt Puma nosieuacst Auk Maprmi» (10, 367). <...> “— Bpl BoBce HUKOrAQ
He Bupaau Auxk Mapiust, 3To BCé cnor, — paspancst BAPYT OAMH pasapa-
SKEeHHBIN, Aaske Kak 6bl HaboaeBmmit ronoc™» (10, 368).

W aumb 1o Tpe6OBaHMIO HECKOABKUX «BOCTOPKEHHDBIX AaMCKUX
rONOCOBY «13 IePBOro psinay KapmMasmHOB YMTaeT «I1ecThb 3akKAK04Yn-
TEeAbHBIX CTPOK», B KOTOPBIX 3P PEKTHO OTKA3LIBAETCS MMUCATDH «AASI
OTeYecTBa, AASI TIOTOMCTBA» U « AAsl AaBPOBBIX BeHKOB» (10, 369).

Ho, 9T06b1 BCce-Taku He TepSITh AUTEPATYPHOTO AMIIA U HE BbI-
TASIAETH PETPOTPAAOM, YSI3BAEHHDIN ABYCMBICAEHHOCTBIO OKa3aH-
Horo emy nipuema KapmasnHOB naeT Ha pUCK nepeosHaueHus Tpa-
AVITMIOHHOTO CUMGBO7A C/LABbL:

«BopzpiBann Kapmasunosa. Heckonbko pam, nmest Bo raase IOauio
MuxannoBHy ¥ TMPEABOAMTEADITY, CTOAIMANUCH Yy 3CTpPapbl. B pykax
IOnunm MuxaitnoBHBI SIBUACST POCKOIIHBIM AaBPOBbI BEHOK, Ha 6Oenoit
6apxaTHOV MOAYIIKE, B APYTOM BEHKE M3 JKUBBIX po3. '

— NaBpol! — npousHec KapmMasnHOB ¢ TOHKOIO M HECKOABKO SI3BV-
TEABHOIO YCMeNIKOM. — 51, KOHEYHO, TPOHYT M NIPUHUMAIO 3TOT 3arOTOB-
NEeHHBIVT 3apaHee, HO elije He YCITEBIINI YBSIHYTh BEHOK C )KMBBIM 4YBCTBOM;
HO yBepsito Bac, mesdames, st HACTOABKO BADYT CAEAAACST PEAAMCTOM, YTO
CYMTAIO B HAIl BEK AaBPbI FOPa3A0 YMeCTHee B PyKaxX MCKYCHOrO 1oBapa,
4YeM B MOMX...

<..> M3 MHOrMX PSIAOB IOBCKOYMAM, YTOOBI BUAETH IJ€PEMOHUIO
¢ aaBpoBbiM BeHkom» (10, 369—370).

14 N\BYyCMBICAEHHOCTb 3TOVM 3MOAEMATUYECKON KOMIIO3UIIMM COCTOUT B €€

CXOACTBE € aTpUMOYTUKON ITOXOPOHHOM IPOLjeccuu, rae 00si3aTeNbHbIe AaBPOBbIe
BeHKM (HO ropaspo 60AbIIero pa3mepa) MPUHSITO OBINO OTTEHSITh OEABIMU IJBETA-
My (IIPEMMYIeCTBEHHO MMMOPTEASIMY, O3HAYAIOIUMM «IOCTOSIHCTBOY ). Ha 1o-
AVIIKaX 5Ke M AéKOPATUBHDLIX I'MPASIHAAX MOT'AM PACIIOAAraThCSI 3HAKM AOCTOMHCTB
u 3acayr ycorrero. Cp., HarpuMep, OTYET O TOXOPOHAX caMoro aBtopa «becos»:
Depop Muxarnosuy NocroeBckuit. buorpadms. — Ero counuenns. — ITocaen-
HMe MUHYTBI ero >XXusHu.— [IpoBOABI Teaa, MOXOPOHBI €ro U OBalMy PyCcCKaro
obmecrsa. [b5.m.], 1881. C. 30—34, 49—50.
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OAHAKO AeVICTBUTEABHO peanbHLIM TpeTeHAeHTOM Ha Laurus
Nobilis auteparypHoro 6eccmepTist B TekcTe «becoB» okasniBaeT-
Csl ellle MONOAOWM, BeCbMa OOIIMTENbHBIN, BE3AECYIINIA, CTUAUCTU-
YeCKM YYTKUM U AaXKe BPpeMeHaMM MOKYIIAIONIUIICS HA aBTOPCTBO
AocToeBcKoro xpoHukep, HappaTUBHAsI PYHKIIMSI KOTOPOTO Aane-
KO He VICUePITLIBAETCST POABIO «KOHOUMAEHTA» KaK BasKHENIINX, TaK
M AMU30AMYECKUX AUI] poMaHa. ITo — AHTOH \aBpeHTbeBMY ['-B."

Choxxnermast  pevegas napmua xponuxepa, GaxTyanbHO
Y 3MOTMBHO COEAMHSIIONEro M XPaHsjero B AMYHOM paccKase
0 COOBITHSIX TAaK>Ke UM OTHOIIEeHMe K HUM CaMMX HEeINoCPeACTBEH-
HBIX YYaCTHUKOB, GOPMUPYET BEPTUKAABHBII KOHTEKCT POMaHa,
B KOTOPOM PacCcOrnacoBaHHOCTb MOOYKAEHUI, CAOB U IMTOCTYIKOB
repoeB CTAaHOBUTCSI MPU3HAKOM KOHIIENTYaAbHOWM 1J€AOCTHOCTU
3aMbICAQ, PEAAM3YeMOT0 dGIopoM.

Tak, HanpuMep, «apTUANEPUICKUN KATIUTaH, <...> KPACUBOM
1 6e3yKOPU3HEHHO MOPSIAOYHONM HAPYKHOCTU», M30paHHbT /\1-
3aBeToyt HukonaeBHOM B «KaBanepbl» U UTPUBO aTTECTYEMBIN €10
nepep Crennanom TpoduMOBMYEM KaK «CAMBIV AYYIIUI U CAMBIN
BEPHDIV YeA0BEK HAa BCEM 3€MHOM IIape», Hayuaem c6010 CHYMHU-
Yy TOMY, Y4€M CAEAYET OAAPUTD «HECUYACTHOTO» BepXoBEHCKOTO0:

«— Bor Bam 6ykert; certuac e3amna k madame [lleBanbe, y Hevt Bcro 3umy
AMSI UIMEHVHHMI] OyKeTbl 6YAYT. <...> S xoTeaa GbIA0 MMpor BMecTo GyKeTa,
Ho Maspuxuit Hukonaesud yBepsiet, 4To 210 He B pycckom Ayxe» (10,87—88).

HenenocTs 1 nosxknast appecanust agpeMepHOro ropapka Kax
HEAB3sl AyUIlle TePeAAIOT MOAAMHHBIA AYX PyCCKOro 6ecoBcTBa.

ITapapoxkcanbHBIM COOTBETCTBMEM HE COOTBETCTBYIOMIMX
ADPYT APYT'Y CPEACTB O3HAY€HMSI CTAHOBUTCSI M CIJeHa BOCKPECHOM
06epnu ¢ yuactuem Mapou TumodeeBust n BapBapot [leTpoBHbI.

CorpoBoskpaeMast HACMENIKAMM, «C COBEPIIEHHO OTKPDLITOKO
Tr'ONOBOM, C BONOCAMM, TOABSI3AHHBIMY B KPOIIIEYHBIN Y3€A0K Ha 3a-
TBIAKE, B KOTOPbIE C IPABOro OOKY BOTKHYTA ObiAa OAHA TOABKO
MCKYCCTBEHHAsT P0O3a, U3 TaKNUX, KOTOPBIMU YKPAIIAIOT BEPOHDLIX
XepyBUMOB», /\eOsSIAKMHA, «BOVIASI BO Xpam»,'® He3aMeTHO MPOTU-
ckuBaercst «Briepeay (10, 122).

15 TIpsimple accoymanmy ¢ AlIOANOHOM — ITOKPOBUTEAEM MYCUYECKUX UCKYCCTB

n «naybpearos» — 3Aech, Kak U B «sI3bIKe 1JBETOBY, OTCYTCTBYIOT. («Cenam» xeH-
CTBEH M «KaHOHM3MpyeT» AaBp-/\adHy. \aBpoBoe pAepeBo ¢ GenbiMU [JBETaMIM FOBO-
PUT O «Hepeuwumocmu 6 11066u», C PO30BBIMM XKe — O «Kpacome u NPusimHocmu». )
16 Tema «BBeA€HMsI BO XpaM», KaK M3BECTHO, UCKAIOYMTENBHO BaskHA AdKe
u B 6uorpadpuyueckom texcre \ocroeBckoro. 22 peka6bpst 1849 r. na CemeHOBCKOM

194



Dnopucmuueckutl duckypc Aocmoesckozo

ITo okoHyaHuu nporioBean «y camoro Beixopa» Bapsapa Ile-
TPOBHA BUAUT 3ITO «CTPAHHOE, HEOOLIKHOBEHHOE CYI[eCTBO»
«Cc OGyMa>kHOVI pO30¥ Ha TONOBe» M IMOCAe KPAaTKOro pa3roBopa
C «HECYACTHOM» MOAAEeT «HeE3HAKOMKE» BLIHYTYIO U3 CBOETO «I1ep-
NaMyTPOBOTI'O MIOPTMOHE» «AecsITUpyOaeByIo 6ymaxkky». [Ipuxsa-
YEeHHYIO «I1anblJaMy AeBOV PYKM 3a YrOAOK» KYIIOPY 3TY, KaK 3a-
MedaeT paccKkaszumk, «cBuBano Berpom» (10, 123—124).

O6a cumBona — «OAOPUCTUYECKUI» U «AEHEXKHBI» — OOHa-
PY>XMBAIOT B CIOKeTe poMaHa IMOTeHIJManbHble MTPU3HAKMU B3au-
MO3HAa4YHOCTH, AOCTATOYHO YYTKO PETMCTPUPYEMbIE XDPOHUKEPOM,
HO B CMBICAOBOVI MEPCIIEKTUBE TPeAOITPeAeAsieMble aBTOPCKUMU
WHTEHIIUSIMY, UTPAIONIVMMM PENIAoN]yi0o POAb B CTAHOBAEHUU BCe-
ro peKoMOMHATOPHOr0 AMCKypca /\OCTOeBCKOro.

Ha xonep 6ymaskHoil po3ul ykas3biBaeT He HA36AHHBIL PACCKA3-
YYKOM, HO M3BECTHBIN YGern «KPACHEHbKOV» acCUrHaluu, a cama
«CBMBaeMasl» BETPOM HOBeHbKasl Oymarkka nogmopsem ¢opmy
JlenecmKa JapyuLbl JBETOB, beMUHUCYeHMHO CBSI3YIONeN packpa-
meHHyI0 «Obeamnamm» u «pymsiHamm» «Mapuio HewnssectHyro»
C U3BECTHBIMM U I'AyOOKO YTMMBIMM B Hapoae o6pazamu boropo-
annbl 1 Ee pacnamozo Ha xpecte Cpina. "

nnraygy aBrop «Herouxn HesBaHoBOM» «Obln BO BTOPOV O4epeAN», KOrAA TPOUX
ero ToBapyies Mo HeCYACTDLIO YoKe OTBeM «K cTonby» (28, 161), 1, cros Ha sma-
doTe, BUAEA «e AMHCTBEHHYIO AOMMHMPYION}YIO HAaA IaajeM BBeAeHCKYIO 1J€PKOBb,
KOTOPast BO BPeMsI OXKMAAHMsI Ka3HM HAXOAMAACH Y HErO CIipasa 3a CrHom» (yka-
3ano b. H. Tuxomuposbim B riucbme ko MHe oT 13 mas 2003 r.). B a1oi1 e camornt
nepksyu 1 centsabps 1871 r. Pepop Muxainosuy kpectnn ceina Pepopa (29,, 220,
481—-482).

17 Cp. anpTepHaTMBHOE OOBSICHEHVE «KPACHOTO» 1JBeTa OYMa>KHOM PO3bl KaK
«SI3bIYECKOT0», «BEHEPUAHCKOr'0» CMMBOAA, HEOOXOAMMOro J\OCTOEBCKOMY AAsI
0OPMCOBKM MAONOIMTOKAOHHMYECKOTO OTHOUIEHMS] «XPOMOHOXKIY» K «ee KHSI3IO
n coxony». Cm.: Epmunoea I'. I'. Cobeitne napenns 8 pomane @. M. Aocroesckoro
«Becw» // http://www.ivanovo.ac.ru/winl251/az/lit/coll/ontolog1/05_ermil.
htm.



Tamwvarna Kacamxuna

OAEMEHT XYAOKECTBEHHOI'O TEKCTA
KAK KAIOY K AHAAM3Y ITPOMU3BEAEHMA

Kamun B pomane «bparesa Kapamaszossn»

XypOKeCTBEHHOE ITPOM3BEAEHME BO3AEVICTBYET Ha YMTaATeNsI
He TOABKO M He CTOABKO OIIOCPEeAOBAaHHO (4epes noHumarue),
HO 1, 'AaBHBIM 00pa30M, HEIIOCPEACTBEHHO — CO3AaBasi Hacmpo-
eHue, T.e. OyKBanbHO Hacmpauseas M nepecmpausas denoBekxa,
CcO3AaBasl B HEM OIpeAeNeHHOe COCTOsIHMe AyXa U AVINM, aKkijeH-
TUPYST UAM DIAUMUHUPYST T€ VAU MHbIE [JeHHOCTHbIE OPUEHTUPDI,
Mo6y>kpast ero K TOMy MAM MHOMY TTOBEAEHUIO, K TEM VAV MHBIM
rnoctynkam. Takast HAaCTpPOJIKa OCyIeCTBASIETCSI B OOABIION CTe-
el — MUHYA HOHUMAaHUe. I AaBHBIM MHCTPYMEHTOM HaCTPOVIKH,
KOTOPBIM IMONB3YETCSI XYAOXKEeCTBEHHOE ITPOV3BEAeHUE, SIBASIETCSI
putm. Hac certyac 6ypeT MHTepecoBaTh TOT PUTM, KOTOPbBIA CO-
3AA€eTCs B XyAOXKEeCTBEHHOM TEKCTe MOBTOPSIIONMMUCS CAOBAMU-
KOHIJernTamMy. TeKCT I0o-AaThIHM, KaKk BCe ITOMHSIT, O3Hadyaer
«TKaHb, crneTeHMUe». ABTOPCKOE CNOBO-KOHIJENT MPOCKANb3DI-
BaeT, HbIPSIET U BBIHBIDUBAET, CKBO3b HUTU ITOM TKAHU, CAOBHO
YTOK,' TIPOTSIrMBast 32 COO0I0 HUTh COOCTBEHHOI'O CMbICAA, KOTO-
PYIO KaXXAbIM HLIDKOM TTepernneTaeT ¢ HUTSIMU MHBIX CMBICAOB, CO-
3AaBasi HEKOTOPBIN Y30p — IMOCKONABKY HUTU HE ITPOCTO Tieperine-
TAIOTCSI BCE CO BCEMM, CO3AABASI CIAONIHYIO KOHTEKCTYanbHOCTh

! Onucanne METOAONOI'MN TAKOI'O BHE3AIMHOI'O IMOSBAECHMS 9aCTO «KAMIITHET0»,

HEO>KMAAHHOTO ANSI AMHEIHOTO TeKCTa cAoBa \OCTOEBCKUI BKAGALIBAET B YCTA I'O-
crtoxyt XOXNaKOBOV: «... & TAABHOE, 3TM (ppassl M CAOBEYKY, CAMble HEOXKVAAHHDIE
9TU CAOBEYKM, TAK YTO HUKAK HE OXKUAAEIID, & BADYT OHO M BbICKOUNTY. locmoes-
ckutt @. M. TToan. cobp. cou.: B 30 t./\., 1976. T. 14. C. 194. Nanee cCbIAKM HA ITO
M3AaHME B TEKCTE C yKa3aHMEM TOMA M CTPAHUIJBI.

© T.Kacarknnua, 2011
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dnemenm xyaomecmeeHHoeo meKCma KAaxK K04 K aHaiu3y nf)ous@eaenwl

(repmun B. C. Hermomusiero), Ho cOAMMKAIOTCSI ¢ HEKOTOPBIMU
HUTSIMM OCOOEHHO, CO3AaBasl COIPSIKEHMS] CMBICAOB, CO3AaBasl
eAMHOe KOHLEITyaAbHOEe SIAPO, KOTOPO€ MOXKeT aKTyanU3upo-
BaTbCs B YMTAMOIIEeM AIOOBIM M3 TeX CAOB-KOHLEINITOB, U3 COoYe-
TaHMsl, U3 IlepeceyeHns] M CIAeTEeHMS] HUTEN KOTOPBIX 3TO SIAPO
CKNAABIBAETCSI.

ITpocaeskuBaHMe TakMxX HUTEN U UX TEepeNAeTeHUN Mo Bce-
My TEKCTY AAeT BO3MOKHOCTDL MPAaKTUYECKM MATEMATUYECKON
TOYHOCTM MOHMMAHUSI TOT'O CMBICAA, KOTOPBIV 3aKNAAALIBAETCSI
B TEKCT aBTOPOM M KOTOPBII TPAHCAMPYETCSI TEKCTOM MyTeEM
PUTMMYECKMX MTOBTOPEHUI CAOB-KOHIJEIITOB HEITOCPEACTBEHHO
B MOACO3HaHMe BocrnpuHuMaromero. Ho nmoacosnanue anst ta-
KOI'O BOCHPMSITUSI CMBbICAA MMMO CO3HaHMSI AOAKHO 0OAapartb
LIeABIM PSIAOM 6a30BbIX KOHIJENTOB, KOTOPblEe U cOOMpaeTcs ak-
TyanmM3upoBaThb, BO3OYAUTDL aBTOp. T.e. MOACO3HAHME AOAKHO
00nrapaTh CIOCOOHOCTBIO BOMTH B PE3OHAHC C TEKCTOM, C 3aN0-
SKEHHDBIM B HEM PUTMOM. VIMEHHO MO3TOMY TaKOe 3HAYeHUE ANST
CITOCOOHOCTY BOCHPUSITUSI XYAOSKECTBEHHBIX TEKCTOB AAHHOW
KYABTYPBI IpMOOpeTaeT 6a30BbINT TEKCT AAHHOM KyAbTYPLL. [1pu
OTCYTCTBUM 3HAKOMCTBA C HUM TMMOACO3HAHUIO HEYEM OTBETUTD
Ha PUTMMYECK)Ee BOAHBI TEKCTA, PUTM BOOOIe He BOCIIpMHMMA-
€TCsT YUTAIONIUM, HUTb, KOTOPYIO TSIHET 32 COOOM YTOK, He Cy-
JeCTBYET AASI TAKOTO YMTAIOIEro, OH BUAUT TOABKO IOSIBA€HWST
yTKa Ha MOBEPXHOCTU TEKCTA M BOCIIPUHUMAET ITU TTOSIBAEHUS
BHe BCSIKOV CBSI3Y APYT ¢ ApyroM. O4eBMAHO, YTO B 3TOM caydae
repeA YMTAIOIMM HEeT MMEHHO TeKCTa — MKAHU, NepenniemeHus.,
OH BOCIIPMHMMAET AUIIb AMHEVHYIO TOCAEAOBATENBHOCTh CAOB,
T.€. COOBITUVHBIN PsIA, Pa30POC AeTanen M BIIPSIMYIO BbICKA3aH-
Hble CMBICABL. BOPsIMyI0 JKe BbICKa3aHHDbIE CMBICABI B TBOPYECTBE
J\ocToeBCKOro, Kak M3BeCTHO, HUKOTAA He IPUHAAAEXKAT aBTO-
py. ABTOp TrOBOpDUT Bcerapa HeuTo Oonee 6ozamoe, yeM nr0OOV
(caMblT «XOPOIINIT» U IPABUALHBINY ) CMBICA, BbICKA3aHHDIN
BIIPSIMYIO.

Paccmorpum opny u3 HuTen texcra pomana «bpartesa Kapa-
Ma30BbI», BBITSITMBAEMYIO CAOBOM-KOHIJENITOM «KaMeHb». CnoBO
«KaMeHb» IOSIBASIETCS] B TEKCTE CPa3y M € CaMOro Havana «He CBO-
MM AMUIJOM» — OHO TOSIBASIETCS] KAK YeAOBEe4YeCKOe UMST UAU OTUe-
ctBo: [Terp Anexcaupposud Muycos (14, 10), Edum [TerpoBuy
TTonenos (14, 14), ITerp @ommy Kanranos (14, 32). T.e. ¢ camo-
ro Havyana \OCTOEBCKMI B CBOEM ITPOU3BEAEHUN AKTYaAU3UDPYET
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raaBHoOe M Gorareniiee eBaHIeAbCKOe 3HAa4YeHMe: KaMeHb — 4Ye-
noBek. Y IpUBEAY KAIOYEBDIE ANST ITOTO 3HAYEHMS] €BAHTE€AbCKUE
LMTATBL: IepBasl, Haybonee OYeBMAHAS B AdHHOM CAYyYae: K...Tbl —
ITerp, n Ha cem kamue S cospam IJeprkoss Moto, 1 Bparta apa
He oponeroT ee» (M. 16:18); Bropast nurara, urcupyromas
3HaYeHMe OOPaTVMMOCTM KaMHSI M 4YeAOBeKa, IMPOM3BOAMMOCTU
YenoBeKka OT KaMHSL «...Dor mMoskeT u3 KaMHeN CUMX BO3ABUTHYTD
aetert Appaamy» (M. 3:9); TpeThst pMTaTra, KOHCTATUPYIONAST
MAEHTUMYHOCTb KaMHsl M bora, KamMHsl 1 YenOBeKa, CBUAETEABCTBY -
I0Iast O TOM, YTO YE€NOBEK — KaMeHb, CTPOUTEAbHBIVI MaTepyuan
MHOTO, BbIciero cnrost peaapHocTu: «IIpucrynas k Hemy, kamuro
SKMBOMY, YeAOBEKaMM OTBEPSKEHHOMY, HO borom usbpaHHOMY,
AParoljeHHOMY, M CaM¥, KaK >XUBble KaMHU, YCTPOSINTE U3 cebsi
AOM AYyXOBHBI...» (1 ITet. 2:4—5) — 3p€ech HAaM AQHO TaKksKe MPo-
TuBONOAOXKeHMe: KameHb — KaMHU, Ype3BbIYAMHO Ba>KHOE ANSI
Bcen cTpykTyphl «bparbeB KapamazoBbix», mosxanyy, MOXHO
BOOOIIEe CKa3aThb, YTO 3TO — 6a30Basi MTATa AN BCEV COBOKYII-
HOCTYM 3HAYE€HUIT CAOBA «KAMEHDbY» M MOAKAIOYEHHBIX K HEMY CAOB
B poMaHe /\OCTOEBCKOTO; M HAKOHEL], YeTBEPTAs [IUTATA, OIPEAe-
AsIFOIasl KaMeHb KaKk HOBYIO CYINJHOCTb, CEPALIEBMHY YenOBeKa:
«...TI0OEXKAAMIEMY AaM BKYIIATb COKPOBEHHYIO MaHHY, M AaM
eMy OenblV KaMeHb M HA KAMHe HalMCaHHO€e HOBOE UMSI, KOTOPOT'O
HUKTO He 3HAET, KpOMe TOro, Kto rmoaydaer» (Orkp. 2:17).

Bropoe mnosiBreHne choBa «KamMeHb» B pOMaHe MPOUCXOAUT
B CAOBOCOYeTaHMM «MoOruabHBbIe Kamum» (14, 33). MorunbHbie
kamMayu EBanreamss — sto kamum Nazaps u Mucyca. MeptBoe
Ha yTH K kuBomy. KocHoe 1 TBepaAOe HA MYTU K TPOCTPAHCTBY
MOCAEAHETO KMAMIIA UM MecTy BockpeceHusi. CkpbiBaronee —
HO ¥ OAHOBPEMEHHO MTPEACTABASIIOIEE TO, YTO BHYTPU: K MOTMAb-
HOMY KAMH10 Mbl IPUXOAMM, YTOOBI MOOBIT C YIIEAITVM Ueslose-
KOM.

C 3TOro MOMeHTa CAOBO «MOTUAA» CO CBOMMM MTPOU3BOAHDBIMMI
BOBAEKAETCS] B KOHLENTYanbHOE SIAPO CAOBA «KaMEHDb» M aKTya-
AM3VPYET ero Ipu cBoeM mosiBaenuu. IlocpeacTBoM aToro crosa
K KOHLeNTYanbHOMY SIADY CAOBa «KaMeHb» IpyuBAeKaeTcs VIBaH
Kapamaszos (Mwurs ckasker o HeM: «...JMBaH — moruaa», a Anema
nepecnpocut: «..JIBan — mormna?» (14, 101),4to6b1 MBI 3TO-
ro MOMeHTa KaKk-HMOYAb He NponycTuau; npudem Mwuts nmeet
B BMAY MMEHHO 3aKpbLITOCTb VIBaHa, HEBO3MOSKHOCTD U3BAEYEHNSI
TOro, YTO «3aBaAe€HO B HeM KaMHeM» ). VIHTepecHo, uto Pepop
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ITaBaroBMY TO>Ke BOBAeKaeTCsI B 0OAACTD AeVICTBMSI KOHIJeINTa «Ka-
MeHDb», HO ITOCPEACTBOM IPUAOKEHUSI K HEMY B Ka4eCTBe 3IUTe-
ta BapuanTta uMenu «Iletp»: Murs HasbiBaeT ero «bepo» (14,
78;15,99). M BMecTe co BceMM, KTO HOCUT 3TO MMsI B pOMaHe, OH
OyAeT BBICTYIATh KaK «KaMeHb ITPEeTKHOBEHUST», TIPUYMHA 1aje-
HUsT okpyskaomux. (B Tekcre ecTh payke MapoOAMITHOE MapeHUe
ot Ilerpa-kamusi: XoxnakoBa M3TOHSIET YyXa>KMBAIOIEro 3a HEM
Paxurmna ns-3a ero croakaosennst ¢ [Terpom Mabuuem Ilepxo-
TUHBIM. )

MmeHHO B TaKOM BMAe — KaK IMPUYMHY MTAAeHUST TeX, KTO psi-
AoM, — BeiBOAMT caMm Pepop ITaBrosuy [Terpa AnexcanppoBymya
MwnycoBa, 1 3TO cnrepyioljee akileHTMPOBAHHOE B TEKCTE MeCTO,
CBsI3aHHOE C KOHIJeIITOM KaMHSI:

«HpaBAa, Bbl HE MHE€ paCCKa3bIBaAM; HO Bbl paCCKa3blBaAM B KOMIIA-
HUN, rpe 1 st HaXOAUACS, Y€TBEPTOIr'O ropa 3ToO A€AO0 6I)I]\O. 1 TIIoToMmy
1 YyIIOMSIHY A, YTO paCCKa3oM CMM CMEUAMBLIM Bbl ITIOTPSICAM MOIO BEpY,
ITerp AnexcauppoBuy. Bel He 3HanM o cem, He Bepann, a ST BOPOTUACS
AOMO C ITOTPSICEHHOIO BEPOVT U C TeX MOp BCE 6onee 1 Hoaee coTpsica-
och. N\a, ITerp AnekcaHApPOBUY, Bbl BEAMKOrO TAA€HUs] OBIAM [IPUYM-
non!» (14, 42).

3Aech ABa Ba’KHBIX MOMEHTA: MOTPSICEHHLIN 6 Gepe denOBeK
CTAHOBUTCSI, «BCe Honee 1 Hoaee COTPsICASIChY, 06pPA3OM 3€MAETPSI-
CeHmsI, pazBep3aHnst HEAD 3€eMHBIX U MMapeHust (& BepHee — AeTa-
HIST) KaMHE — 3TOT TIEPBUYHO 3A€Ch 3aN0KEHHDBI 06pas OyAeT
Ype3BLIYANTHO BasKeH B AAAbHeENIeM TedyeHuM Tekcta. Bropoe —
YIIOMMHAHUE «BEAMKOrO MajpeHus» Ha 3TOM (GOHE MPAKTUYECKN
OAHO3HAYHO OTChIAAeT B oOnacTy 6a30BOTO TeKCTa K IMAAEHUIO
aeaaninl (Mc. 14:11—15). dtor 6a30BbI TEKCT OyAeT 3apent-
CTBOBaH B POMaHe M B CBSI3U C TAETBOPHBIM AYXOM, U3OIIEAIINM
oT Tena crapia 30CUMBbl,? compsirasi CTPAHHBIM 00Pa3oM >KM3Hb
OAHOTO OTIIa, MMAOTCKOTO (SKM3HBIO CBOENM COOAA3HSIBIIETO CBOMX
A€TEel — BIIAOTh AO BOCKAMIJAHUS: «3a4eM >KUBET TAKOW Yeno-
BEK»), CO CMEPTBIO APYrOro, AYyXOBHOTO (CMEPTBHIO CBOE CBOUX
AeTeVt coONa3HMBIIETO), HO B AAHHOM CAyYae HAac OOAbIIe MHTe-
pecyeT THOCTUYeCKasl AereHAd, CBsI3aHHAsI C MapeHueM AeHHMIIbI
n B XIX B. coxpaHsBIIasiCsl 1 IlepeAaBaBIIasiCsl B MACOHCKO Ccpe-
Ae. [Tockonbky VBaHa ABa pa3a B KAIOYEBBIX MOMEHTAX TEKCTA €0

2 Cm. 06 atom: Kacamkuna T. Auryprudeckast yurara B « bparssix Kapamaszo-

BbIX» // \ocToeBckuit u MupoBast kKyabrypa. M., 2007. Ne 22. C. 17—19.
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OpaThst HA3BIBAIOT MACOHOM, 3TA AMHMSI OKA3bIBAETCSI aKTYaNU3U-
poOBaHa KOHTEKCTyanbHO. baaropapst Takomy MMeHOBaHMIO, KCTaA-
™1, VIBaH emje o4YeBMAHEE MOATSITMBAETCSI K KOHIIENITYaAbHOMY
SIADY CNOBaA «KaMeHb», IPMYEM B TOM YK€ 3HaUYeHUU «3aAKPLITOCTIY,
«KOCHOT'O U TBEPAOTO HA MYTU K...»:

«bpar Usaun ne Pakutun, o taut uaer. bpar Msan cpurkc’® [eme
OAHO MPUTSIKEHME K KOHIJETTY «KaMEHDbY» — Y OIISITh B TOM K€ 3HaYeHW! |
u Moaunt <...> ¥V VMBana bora Het. ¥V Hero mpest. He B Mmoux pasmepax.
Ho on monunt. 51 aymaro, on macon.* 9l ero cnipammsaa — Mmonuut. B poa-
HMKE Y HETO XOTeA BOAUILI MCrUTh — Mmonunt» (15, 31—32).

ITocnepHee TipepnoskeHMe — akTyaam3arusl enje OAHOTO 3Ha-
YeHUsI KaMHSI B XPUCTUAHCKOW TPAAUIIMU: KaMeHb, U3 KOTOPOTO
MCTEKAET BOAA JKMBAsI, IPUYEM HA ITOAOTHAX €BPOIENCKUX SKMBO-
MUCIeB M300paskancst UMEHHO MOTMABbHDLIVT KaMeHb, CTABIINUI UC-
TOYHMKOM,’ — cuMBOA Xpucta. Ho VIBaH — kameHb, OT KOTOpPOTO
SKAYT M He MOAYYaIOT BOABI. HecocTosIBIMMIICS MCTOYHUK, AUIITb
OAHAaKABI 3ACOYMBIINICS 3aTXNAOM BOAOV:

«OAMH TOABKO pPas OAHO CAOBEYKO ckazan. <..> “@epop [TaBnoBuy,
rOBOPUT, MareHbka Haml, GbIA MOPOCEHOK, HO MBICAMA OH MPAaBMABLHO .
Bor Beab uto ommouun» (15, 32).

Bepnemcsi, opHAKO, OT MPOCAESKMBAHUST HBIPSTHUM YTKA, CO3AAI0-
IJero KOHIJENTYaAbHOE SIAPO CAOBA «KaMeHbY (@ 4TOOBI BOCCTaHOBUTD
MCTUHHBIVT PUTM 3TOI'O KOHIIENTa B ITPOU3BEAEHUM, CAEAOBAAO ObI
MIPOCAEAUTD UX B IIPSIMOV ITOCAEAOBATEALHOCTU 10 BCEMY TEKCTY ),
K THOCTUYECKOVI AeTeHAe o mapeHnn AeHHMIIBL. [1o mpepanuio, n3 ko-
poubl \torindepa Boinan (mam 6b1a BeIOUT Medom Apxanrena Muxan-
Aa) LIeHTPanbHBIM YKPAIIaBIINA ee KaMeHb — U3YMPYA, U3 KOTOPOTO
BITOCAEACTBUM cAenaHa Obina yaia VMocuda Apumaderickoro — Yama
T'paans, 3akaounBinas B cebe KpoBb XpuctoBy.® CUMBOAMYECKMT
CMBICA TIpEAAHMSI BeCcbMa IPO3payveH: YenoBeKk — caMoe MpeKpac-
HOoe u3 TBopeHuit ['ocropHMX, 3axBavyeHHBIX /\fonMdepoM B ero

3 3aech M Aanee: KypeuB B LUTAaTax — MOV, PaspsiAka — LUTUPYEMOro aBTO-

pa.—T.K.

4 OAHaKO CAOBO «MacOH» HE TOABKO CBSI3aHO C MAEEVT TarHbI M 3aKPBITOCTH,
HO BO QPaAHIJY3CKOM sI3bIKE O3HAYAET U «CTPOsimit cebe sxyanie» (puMeHseTcst
K [IPEACTABUTENSIM XMBOTHOI'O MUPa ).

5> Cwm., nanpumep: \ykac Kpanax Crapunmi (1472—1553). MaponHa ¢ maa-
nennem B 6ecepxe u3 BuHorpapa. TMUM um. A. C. Ilymknna.

6 Cm., Hannpumep: Maiiep Pydonwcp. B npocTpancTBe — Bpemst 3aech... Vcro-
pus I'paanst / Ilep. ¢ Hem. B. u M. Burkosckux. M., 1997. C. 197.
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MajpeHuu, — AparoljleHHbI KaMeHb, yTPadyeHHbIV AeHHUI]EN U CTaB-
NV BMECTUAUIIIEM KPOBU X PUCTOBOM, TOAABAEMOV €MY B TAMHCTBE
npuyactusi. M 3pech, kak v B [Tochanmun Iletpa, yenoBex ponskeH
CTaTh U3 KaMHsI — BMECTUAUIEM, SKUAUIEM: Yalle UAY « AOMOM
AVXOBHBIM».” BBUAY pAanbHerIero Heo6Xo0AMMO OTMETUTD, 4TO POP-
ma Yamm 'paans, o npepanmio, Bocriponssoanaa Gopmy cepaiia
YenoBevYeCcKkoro, a CMMBOA CepAIla ObIA HEITOCPEACTBEHHO CBSI3aH
C CMMBONOM I1eljepbl — B TOM YMCAE U TeNjepbl, CTaBIIeN MeCTOM
PosxpectBa Xpucrosa.®

Bor kak pazBopaunBaeT 3TOT Ke CrokeT \OCTOEeBCKMUIA.

T'raBHast B pomMaHe cljeHa KaMHeN — AeTarommnx KaMHel, KOTO-
pble 6pocaloT APYT B Apyra AeTH, yOuBarIje Apyr Apyra, — u 4To
3TO, KaK He 3eMAeTpsICeHMe, He COTPSICEHVE BCEro MMUPO3AAHUSI
(1 He OMPOKMABIBAHME BCEX BIIPSIMYIO BBICKA3aHHBIX POMAHHBIX
CMBICAOB) — Tak BOT, 3Ta CIJeHa MPEABapSIETCST Pa3MbIIIAEHUEM
Anenm, MAyIiero B AOM rocriosk XoxaakoBowu, 06 otije u A\mMu-
TPUA:

«Anea 60AbHO MMOYYBCTBOBAN, YTO 38 HOYDb OOMIIBI COOPAAICH C HOBBIMMU
cunamuy, a cepoye Mx ¢ HACTYIMBIIMM AHEM OISITh okameHeno..» (14, 160).

Cpasy 1mocae 3TOro OH BUAUT ManeHbKMX OOWMIJOB € KaMHSIMU
B pykax. TonbKO Mpy MpUCTanbHOM M CIIelIManbHOM aHAaAM3e TeK-
cTa sl 3aMeTHAa ITO, 110 CYTH, YCTAHOBOYHOE 10 OTHONIEHMIO K I10-
CNEAVIONEN CIJeHE «CePALJe OKaMeHEeN0», HO yKe AaBHO s 6e3 BCsI-
KVX, [TO-BUAMMOMY, Ha TO OCHOBAHMI HEBOABHO BOCIIPMHMMAAA TY
CljeHy Ha (POHe eBaHI'eNAbCKOV JUTATBI O OeABIX KAMHSIX C MMEeHaMMU,
Bpy4aeMbix ['ocriopom «mobexparommum». YenoBeyeckoe ecTecTBO
MOAOOHO KaMHIO, Y BHEe TPUTsIKeHMsI ['0criopa OHO CTaHOBUTCS OPY-
AVieM OUTBBI ADYT C ADYT'OM M MIOPaXkeHus! APyT Apyra. BHe mipursi-
skeHMst Ooapmoro KamHst Menkye KaMHM HAYMHAIOT AeTaTh KaK MpU
3€MNETPSICEHNN....

Ho AocToeBckuit TyT >Ke npeararaeT M aHtutedy. Ecam raaska
«CBsi3ancst co MIKOAPHMKAMM» HAaYMHAETCS OKAMEHEBIIMM CEPALJEM
M MIPOAOAYKAETCSI NeTAOMMMY OTAENLHBIMM KaMHSIMY (OAVH U3 HUX

7 Cp.: «Muctrru camnrasy cedst 4acTbio HePa3pbIBHOM Lier xhpamos uesnoseue-

cKkux cepdey, a yama I'paansi, K KOTOPOJ BAEKCST KAKABIM M3 HUX, ObIAA VX BEYHO
HEAOCTVKUMBIM MAeanom». Beunu I'. TToTepsiHHBI SI3bIK CMMBOAOB. Acconyanmst
AyXOBHOro epAnHeHust «3onoroit Bex». M., 1996. C. 53—54.

8 Cwm.: T'enon Perne. CumBOABI cBsimjeHHOW Hayku. http://www.koob.ru/
genon/simvoli_svyash_nauki
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rorapaet 6 2pyodv Varole, 0T4€ro OH 1 yMupaeT BCKOPE ), TO CAEAVIO-
mast raaBka — « Y X0XAaKOBbIX» — HAYMHAETCS K KAMEHHBIM AOMOM»:
«CKOpO MopoIIea OH K AOMY rocrosku X0XAakoBo, K 0oMYy KAMeHHO-
My, COOCTBEHHOMY, ABYX3Ta>kKHOMY, KPACMBOMY, M3 AYYIIMX AOMOB B Ha-
mem ropoake» (14, 164), —
T.€. TapMOHMEN M eAVMHCTBOM SKMAMINA, CAOXKEHHOT'O M3 KaMHer.
A npoponkaercss oHa — J\OCTOEBCKMI, KaK 4acTO, ITOAb3YeTCs
3)ech peeprueckort 60NTOBHEN XOXNAKOBOM B aBTOPCKUX I[EASIX —
MHOTOKPAaTHBIM yrnomyuHaHueMm [epueHmTybe, Aa emje OAMH pas3
C MMUTETOM «BEYHBIN»: «...9TOT Y>KaCHBIV U BeuyHbIM ['eprieHInTyGe,
rAaBHOE BeYHbIN, BeYHDLIV 1 BeyHb!». M B aTOM corocraBneHmnn
BIIEpPBble CTAHOBUTCSI TPO3PAYHO IMOHSITHOM CTpaHHAsT GpamMuams,
KoTOpoyt J\OCTOeBCKMII HapensieT cBoero repos:: ['epueHmTy6e
3HAaYNT «KoMHarta cepaua» (Hem.). Cepanle MoXkeT OLITh KAMHEM,
a moxxeT — sxxuanmeM.’ Kapen CrenaHsiH B OAHOVM 13 CBOMX paboT
repesen GaMMAMIO reposl Kak «ropHuna cepaga». M, opnnaxo, ato

9 TepueHmTy6e, KAK MbI TOMHUM, ObIA «KAKOWM-TO FE€PHTYTEP UAU “MOPABCKUI

6par”», a «IIPeABOAMTEAb I'PYINIbI CEKTAHTOB, HasbiBaBuMX cedst “EamHcTBO”,
unn “Bpatbst” u Bomeammx B ucrtoputo kak “bBoremckne bparss” man “Mopas-
ckue bparbst”"» — suamennToit SIH Amoc Komenckmit (1592—1670) — 6b1a aBTO-
POM anneropuu, MOCBSIIeHHOM SKM3HU KaK CTPAHCTBUIO U YeAOBEKY KaK IMUAUTPU-
My 1 HasbiBaBIeyicst «/\abupuut mupa u paii cepoya». Cm.: Betinu I'. IToTepsiHHBIN
SI3BIK CMMBOAOB. Acconmanust AyXOBHOTO eAnHeHMst « 3onotont Bex». C. 22. Nanee
Berian numer: « DT yOe>KAeHHbIE ITPUBEPSKEHIIbI BEPBI, HA AON O KOTOPbIX BBITANO
HEManAOo CTPaAAHMUIT, OBIAM OYEBUAHBIM IIPOSIBAEHMEM TOT'O AyXa MUCTULIM3MA, KO-
TOPBIA, B GOpMe TPOOYSKAEHHOV MAM APEMAIOIIEN, CYIeCTBOBAA B MCTOPUM €lje
C He3araMsITHBIX BpEMEH M KOTOPBIV MOXKHO Pa3AUYMUTh 38 TAKUMU IUTETAMM, KAK
ecceyt, TepareBThbl, THOCTUKYM, MOHTAHMCTBI, [TaBAVKaHe, MaHUXeN, KaTapbl, Banb-
AEHCBI, aAbLOUTOMIIBI, TATAPUHM, AOANAPABL, Apy3bst bora, cipuTyansl, apHOABAM-
CTbl, aHabANTUCTDI, GPATPUYEAAD], KBAKEDPDI, U MHOrMMU ApyruMu. Kunra “Nabu-
puHT Mupa” Gpina ocy>XXAeHa Kak epetrudeckast u Ao 1820 ropa BxoaMna B Crimcku
OIACHBIX U 3arpenjeHHbx KHUr. 'pad AyTios <...> yTBep>KAAET, YTO MUCTULIU3M
“NabupuHra” GbIA HACTONBKO KOHI'€HMANEH, YTO MHOI'ME CChiAbHbIE Boremun, Ko-
TOPBIX BBIHYKAANM [TOKMHY T AFOOMMYIO POAMHY, Opaay ¢ coboit 3 Ty KHUT Y,
¥ 3a9aCTyIO OHA ObIAa X €eAMHCTBEHHBIM AOCTOstHMEM. B camont boremun, Hecmo-
TPsI HA TO YTO KHMUra ObIAA 3arpenjeHa, HECKOABKO CITACEHHDBIX OT YHUYTOXKEHMSI
KOTMI TaViHO MTePEAABAAVIC M3 PYK B PYKM M XPAHMANCH B AOMax kpecTbstH» (Tam
xe. C. 22—23). U panee: «Ha crpannnjax ero kuuru Xpucroc ropopurt: “CeiH MO,
SI kUBY B ABYX MecTax: Ha Hebecax B craBe CBoelt 11 Ha 3eMae 6 cepdyax cmuper-
Holx u kpomkux. VI 5 sxenaro, 4To6bI 1 ThI, 10 TpuMepy MoeMmy, TOKe MMen ABA SKN-
AMINA: OAHO M3 HUX ITyCTh OYAET 3TOT AOM TBOJ, B KOTOpPOM Y o6eman npeboiBaTh
¢ T06010; Apyroe sxxe — co MHoto Ha HeGecax. A 4TOOBI ThI MOT' BO3HECTUCD TYAQ,
S Bpy4aro Tebe Kpbinbs cun (KOTOPBIE CYTh CTPEMAEHNME K BEYHOMY CYACTDHIO M MO-
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MPUHIMITMAABHO He TOpHHUITa ( KOMHATA MO KPBIIIEV, BbIIlle OCHOB-
HOTO KMAMINA) — 3TO, HAIIPOTUB, GHYMpeHHAs KOMHATA, YpeBO,
yTpoba, HeApa — MMEHHO C 9TUM PSIAOM CTOAb BaXKHBIX AAst « bpa-
TheB Kapama3oBbIx» KOHIIENTOB OHa OyAeT cBsizaHa. \toOUTD yeno-
Bexa 1 bora okasbiBaeTcst BO3MOYKHO TONBKO B HeApax,'® B HEApax
cemerictBa CHermpeBbix (MMEHHO CAOBO «HeApay OYAeT yroTpe-
OASITL OH HEOAHOKPATHO, TOBOPSI O CBOEM CEMEVICTBE ) MAM B 3€M-
HbiX Heapax (15, 31), orkyaa cobupaercss Mutst BO3HECTM TMMH
Bory «y Koroporo papocts!». Viau B coGCTBEHHDBIX HEAPAX, O YeM

antsa). Ecan Tel oskenaemns npuHSTbL UX, Th CMOXKeNb B3aeTeTh KO MHe, 1 Tbl
o6peremn papoctb Bo Mue, a 51 B Te6e "» (Tam sxe. C. 24).

O6paTtum BHMMaHME, YTO KAOM TBOW» — 3TO OAHOBPEMEHHO «CEPAL]a CMMUPEH-
HBIX M KPOTKUX», MO0 OHU — €AVMHCTBEHHDBIT AOM XPUCTOB HaA 3eMae. T.e.dTo6bI
Xpucroc oburan ¢ To6OKO, Thl AOAXKEH BCEAUTBCSI B OAHOM M3 CUX CEPAEL] — HYK-
HO, 4TOOBI 3TO CepALle Bcennno Tebst B ce6s1 — 6AaropAapHOCTLIO, NF0OOBDIO, ITaMsi-
TBIO, TOYTEHNEM...

Boobuge 5ke 3TOT TEKCT €CTh Ay4IINyl KOMMEHTapui K uctopuu Mutn, B KoTo-
pom leprennirybe 6yxkBanbHO «BoYpeBua» bora, mopapus emy BmecTe ¢ PyHTOM
opexoB Ero Tponunoe VIms1, 1 onHOBpeMeHHO cam «rocennacsi» B Mutunom 6aa-
ropapHoMm cepane (15, 106—107). Mutst pBeTCsl K CH4ACTbIO U «TAET B MOAUTBEY,
4T068b1 06pecTy «bora, y Koroporo papoctoy.

Camu >xe opexu, nopapenusie Mute 'epiieHinTy6e, — HarassAHOE BOIAOIIEHME
ABYX BO3MOSKHOCTEN CepAla: ObITb kamHeM (MOYKHO KMAATBCSI OpeXamm ), eCan
JCIIONAB30BATh OPEX MCKAIOYMTENBHO BHEIIHMM 0Opa30M, eCAM CAenaTb akijeHT
Ha CKOPAYIIe — UAY ObITh 6MeCInuniuemM HEXXHOTro 1 mutateapHoro. [lepBoint cro-
€06 yroTpebAeHVsI OPEXOB PUHOCUT APYTOMY O0Ab (B Ipepene — CMepPTh), BTO-
POyt — papoCTb U uTanue (B Ipepene — SKU3Hb ).

10 XapakrepHo, yTo B kHure KomeHcKOro «uctuHa XpUCTUAHCTBA» TaKXKe
HaXOAUTCSI B «"HEAPAx», B KOTOPble HAAO 3aXOTeTh M PELIUTLCST BOWTH, YTO AO-
CTYITHO Ka’kAOMY, HO OKa3bIBa€TCsI AANeKO He KaKkAoMy xenaHHo: «Ilocne Toro,
kax [Tnanrpum nHapesaet oukm Casitoro A\yxa, eMmy HEOOXOAMMO e€lje pa3 Mpoi-
TH T10 T€EM MeCTaM, TA€ OH KOIAa-To couacst ¢ mytu. OH BXOAUT “B 1J€PKOBb TTOA
HasBaHMeM XPUCTUAHCTBO " 1, YBUAEB 6 HAubosee COKPOGEHHOU ee Hacmu HeITO,
[10XO0>Kee Ha 3aHABEIIEeHHBI MAM 3aKPLITBIYI 9KPAHOM anTapb, CPa3y 5Ke yCTPeMAs-
eTcsl K HeMy, “He oOpamjasi BHMMaHusI Ha $aHaTUKOB, O YeM-TO 'POMKO CITOPSIIINX
B rpoxoaax xpama”. VI3 3aKpbITOro 3aBecO CBSITUANILA, B KOTOPOM, KaK OH 4yB-
CTBOBaA, HAXOAMAACL “MCTUMHA XPUCTUAHCTBA ", MMONBIXHYAO BCIIBINIKOM OCAEIM-
TEABHOT'O CBETa M AOHECCsI [TPEKPACHBIN apOMaT; OAHAKO, K YAMBAeHUO [Tuanrpm-
Ma, TBICSIYM AFOAEVT TPOXOAMAY MMUMO CBSITMAMINA Y HY OAMH HE TTOILITANCS] BOVITH.
“SI Tak>ke yBUAEA, UTO MHOTME NOAM, BecbMa cBeAyine B Cesimjennom [Tncannm —
CBSIIJEHHMK, eIMCKOIIBbI Y [IPOYMe — U cYMTaBuve cebst 9yTh AU He MAeanoM Ona-
rOYeCcTHsI, IPOXOAVAM MIUMO; HEKOTOPDIE M3 HUX, TPABAA, 3aTASIABIBAAN B CBSITUAN-
1je, HO HM OAMH He 3aXOTeA BOVTH; M BCE 3TO TAK)Ke HEMANO MEHsS Oedannno "».
Betinu I'. TloTepsiHHBIN sI3bIK CUMBOAOB. Accoumanysi AYyXOBHOTO eAMHeHMs «30-
norornt Bex». C. 44—45.
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ckaxyT Anema u Man: « Tyt He yM, He roruka, TyT HYTPOM, TYT
YpeBOM AI0OUIIL...»; « — Canmmkom nonmnmato, MiBan: HyTpom u upe-
BOM XOYETCSI AFOOUTH — MPEKPACHO Th 3TO ckasaa...» (14, 210).

Yro6bl KaMeHDb cTan AOMOM (MAM Yalen ), 4TOObI CEPALIE CTANO
SKUAMIIEM, HYSKHO TOABKO OAHO — 4TOOBI TaM KTO-TO uan Kto-to
rocennncst — uam Bockpec. MoskHo ckasats 1 tax: B cepane Kro-
TO BOCKpecaeT, KOrAa Tam KTO-To rocensiercst. Tak Mutst roBo-
put Aneme: «bpart, s1 B cebe B 3T ABa MOCAeAHME MeCsI]a HOBOT'O
YenoBeKa OMIYTUA, BOCKPEC BO MHe HOBbIN YenoBek!» (Hosbiit ye-
NOBeK — 3TO, B cymHocTH, repudpas Mimenn Xpucrosa: BeTxumn
yenoBek — Apam; HoBbiih yenoBek — Xpuctoc.) A panbiie OMmUChI-
BaeT, KaK 3TO ITPOM30IIN0, KAK 3TO CBSI3AHO C €ro M3MeHUBIIeNCS],
HOBOM A10060BbIO K ['pymennke: «IIpeskae MeHsT TOABKO M3TUODLI
mH(pepHaNbHble TOMUAM, & TErepPb I BCIO ee 0Yyuy 8 8010 Oyuy
npuHsan u yepe3 Hee caM yenoBexkoM crany (15, 33). MorunbHb
KaMeHb AONKEH PACKPBITh CKPbIBA€Mble UM HeApA. B 3ToM cMbIcae
xapakTepeH Ananor Msana n Anenn:

«5l xouy B EBpony cbe3anTs, Anema, OTCIOAA U TTIOEAY; M BEAD ST 3HAIO,
YTO MOEAY AMIb HAa KAaAOuIle, HO HA caMoe, Ha caMoe AOPOroe Knapom-
e, BOT 4to! \oporue Tam neskaT MOKOMHUKM, KaXKAbIVT KAMeHb HapA HUMM
FAQCUT O TAKOW ropsiyeyi MMUHYBIIEN >XM3HU, O TAKOW CTPACTHOV Bepe
B CBOJ IIOABUT, B CBOIO MCTUHY, B CBOIO OOPLOY M B CBOIO HAYKY, 4TO S,
3HAlo 3apdHee, ITaAy Ha 3€MAIO 1 6yAy IeNAOBATDb 3TN KAMHU M ITAAKaTb HAA
HUMM, — B TO XK€ BpeMsl YOe>KAE€HHBIII BCEM CEPALIEM MOUM, YTO BCE ITO
AABHO y3Ke Kaapbuiye,  HUKaKk He 6onee» (14, 210).

MBan xodeT, 4TOOBI KAMHM OCTAaBaAMCh KaMHsIMU. Anemia emy
oTBeyaerT:

«ITonoBuHa TBOero aena cpenana, Msan, u npuobpereHa: Thbl SKUTD
no6umb. Terepb HAAO TOCTAPATHCST TEOE O BTOPO TONOBUHE, M THI CIia-
ceH. — YK TbI U Ccriacaeliib, Aa st M He morudan, mo>xket ObITh! A B 4eM OHa,
BTOpAs TBOSI MOAOBUHA? — B TOM, 4TO HaAO BOCKPECUTb TBOMX MepPTBe-
1JOB, KOTOPbIe, MOXeT ObITh, HUKOTAA 1 He ymupaan» (14, 210).

Anerra, B CYIHOCTH, €My FOBOPUT: pAClaxHM TBOE 3aKPbITOE
cepane (Ml moMHUM: « MBaH — MOrMaay ), 4TOOBI TBOUM IMOKOM-
HUKAM OBINO TAE TTOCEAUTHCS, — M HABCTPEYY €My pPaCIaxHyTCst
MOTUADI M BBIAYT BOCKpPECIINE,

Ho v cam VIBaH HeBonbHO ckaXkeT o ToM ke. M 3pech HYSKHO BCIIOM-
HUTD O criennuKe UCITOAB30BaHMST \OCTOEBCKUM PPAHITY3CKOTO SI3bI-
Ka ¥ 0 €ero UTPe Ha MEKbSI3BIKOBBIX 3HAYEHMSIX CAOB (4TO ANST pOMaHa
«bparbs KapamazoBb» ocobeHHO xapakTepHo ). 91 yske nucana o TomM,
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4TO \OCTOEBCKUIT UCTIONb3YeT (PPAHIIY3CKUI B TEX CAYUYAsIX, KOTAQ
M0-PYCCKU CMBICA, KOTOPBIV OH XOYeT AOHECTH OT aBTOPA, PENIUTEND-
HO 1cYe3aeT U3 B y3KOM ObITOBOM 3Ha4YeHUM YITOTPeONeHHOM, ITPO-
xopHOM dpa3sel repost.’ M Bot VMBan uutnpyer nzdutyio hopmyay
Boabrepa (To, 4TO 3TO AO TTOCAEAHEN CTEIeHM pacxXoskasl MTara,
OyaeT MopvYepKHYTO TeM, 9To ee BcroMHuT Konst Kpacotkuu), aa
He [POCTO [JUTUPYET, HO, CKA3aB [T0-PYCCKYU, HEMEANEHHO MTOBTOPSIET
1o-QpaHIy3CcKu: «... ecan Obl He 66100 Bora, To creposano 6u1 Ero Boi-
AyMaTh, s'il n’existait pas Dieu il faudrait I'inventery (14, 213—214).
Ho pevicTBuTEeNbHO — KaK ObI MBI HU TIBLITAAMCh, Mbl HE ITepeBeAeM
dpasy, ckazannyio Boabrepom, Tak, kak /\OCTOEBCKOMY HY>KHO, 4TO-
OBl OHA ITPO3BYYANA: «BLIAYMATDY, «M300PECTI» — I'AATOABI, KOTOPBIE
YKa3bIBAIOT Ha BLIBEAEHME Yero-To 13 cebs1, PpaHIIy3CKMUI JKe rnaron
CAMIIIKOM OYE€BMAHO Pa3naraeTcsl 3AeChb Ha NAaTUMHCKME COCTABASIO-
mye in — 6 u venter — skugom, 6proxo, upeso, ympoba.” «Ecam bora
He 6bIn0 Ob1, Ero Hy>kHO GbINO ObI BOYPEBUTB», BCEAUTD B ce0ST — 1 TE€M
AaTb ObIThL M EMy 1 cebe.

I[ToTromy 4TO He TONBKO MeAKME KAMHM HENTPUKASIHHDI, AeTAIOT
U YAAPSIIOT APYT APyTra B OTCYTCTBMe NpUTsDKeHMns « KamHst sknBo-
ro, 4eA0BeKaM1 OTBeP>KeHHOTO, HO borom n36paHHoro», HO 1 cam
Kamenb B cBoeM oTBep>KeHMM YeNOBEKAMU — «CUPOTa», KaK HA30-
BeT ero CHermnpes, nepeckasniBast Anenie ucTopuio Tpasan Varo-
Y MaAbYUKAMMU:

«A MBI ¢ HMM, HAAO BaM 3HATDL-C, KAXKABIV Be4ep U AOIPEXb TOrO I'y-
ASITb BBIXOAVAM, POBHO I1O TOMY CAMOMY IIYyTH, ITO KOTOPOMY C BAMUM TE-
Iiepb MAEM, OT caMoM Hallen KanuTKU AO BOH TOTI'O KaMHJsI 6OJ\I)IJ_IyH_IeI‘O7
KOTOPBIM BOH TaM Ha AOPOTre CUPOTOW NEKUT Y MAETHS U I'A€ BBITOH I'o-
POACKOW HAYMHAETCSI: MECTO MYCTBIHHOE 1 ITpekpacHoe-c» (14, 188).

Co6paB ManbYMKOB BOKPYTI KaMHsI C IEABIO CO3AATh HEPYIIN-
MO€ AYXOBHO€ 3AaHME M3 BCEX HUX M OTKPLITh JKUAUIIE CEPALIA
B Ka>XAOM M3 HUX, BCEAMB B UX cepala VMaromeuxky u Apyr Apyra,
Anema 3pUMO BOIIAOITAET 3aliOBEADL aITOCTOAA HeTpa:

«IIpucrynas x Hemy, xaMHIO >XMBOMY, 4YenOBeKaMM OTBEP>KEHHO-

My, HO Borom u3GpaHHOMY, APArOLJEHHOMY, M CaAMM, KAK JKMBbIE KAMHMU,
ycTposiTe n3 cebst Aom AyxoBHDIA..» (1 ITet. 2:4—5).

1 Cm., nannpumep: Kacamkuwna T. ABTOpCKast mo3unust B nponssBeAeHnsix \o-

croesckoro // Bornpoce aureparypel. SIuBaps—despans. M., 2008. C. 201—202.
12 5] 3pech MMEIO B BUAY HE TUMONOTUIO CAOBA, & BOCIIPUSITIIE €0 10 THUITY [ia-
PaabL.
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«OTUBI U YIUTEAN..»

Korpa Anema B pomane «bparbst KapamasoBb» (B KHure
«Pycckmit mHoK») obpamjaercst Kk crapiyy 3o0CuMMe CO CAOBAMU
«orer] n yunrenn» (14, 258), B co3HaHUM BCSIKOTO, BHUMATEAD-
HO yMuTaBllero EBaHreame, pAoon>keH BOBHMKHYTbh OAMH U3 CAMBIX
OCTPBIX M MNAapapOKCANbHBIX €BAaHTeNbCKUX TEKCTOB, KOTOPbIN
JOCTOEBCKUI, KOHEYHO >Ke, He MOT' MPOIYCTUTh 0e3 BHUMaHMUSI
U OTKAMKA:

«A Bbl He Ha3bIBANTECH YIUTEASIMU, OO OAMH Y Bac Yuutenb — Xpu-
CTOC, BC€ JK€ Bbl — 6paTI)$I; " OoTHOM cebe He Ha3bIBAMITE HMKOr'O HA 3eMAae,
n60 opnu y Bac Orery, Kotopsiit Ha HebGecax; ¥ He HA3bIBAITECh HACTAB-
Hukamu, n6o oanH y Bac HacraBuuk — Xpucrocy (M. 23:8—10).

TTockoabky K 3TOMYy MOMEHTY TeKCTa y>Ke AOCTATOYHO BbI-
SICHUAOCH, YTO 30CMMa, B CYIHOCTHU, 3acroHun Aneme Xpucra
(Anema roBoput A\nze XoxaakoBo 0 TOM, 4To «B bora-to Bor,
MO>KET OBITD, M HE BEPYIO», U — Cpa3y MMOCAe TOIO — YTO Telepb
€ro «ApPYT YXOAUT, neh8ulil 8 Mube uenosex, 3eMAI MOKMAAETY,
14, 201)," To panHast ¢poHOBas 1uTata paboTaetT B TOM Ke Ha-
MpaBAeHNM, TOATOTABAMBAS U 00bsicHsIs AnemviH 6yHT. Ho 3TO
OTHIOAb He pellleHVe B poMaHe MpoOnAeMbl OAHOTO M3 CaMBIX
MPETKHOBEHHDIX €BAHTeAbCKUX TEKCTOB — 3TO AMIIb MTOCTAHOB-
ka ee. [Toromy 4To, B CymHOCTH, BECbh POMaH IOCBSIIEH BOIIPO-
Cy — KOTO M KOTAA MOKHO M HY>KHO Ha3BaTb OTIJOM — BIAOTb
AO AMbGepanbHOTO M HOBATOPCKOro mpeanroskeHmst DeTokoBu-
ya — He Ha3bIBaTh OTIJOM OTI]A, ITOKA TOT He AOKa’XKeT ChIHY, YTO
AOCTOMH Tak mMeHoBaThcst (cm.: 15, 169—171). Opnaxko Aocro-
€BCKMI AACT U pelleHne — IPUYeM AACT €ro yke B CAeAVIONeM
a63arje. Ho npeskae 4yem repenti K penteHno /\OCTOEBCKOTO, 10-
CMOTPHUM, KakKue KOMMEHTapUM Ha 3TOT TEKCT IMpeAnaraeT Xpu-
CTUAHCKAsI KyAbTYPA, B BUAMMOM ITPOTUBOPEYNN C IUTUPYEMBIM
mectoM EBaHrenms yzakoHmsmiast oobpainjeHme K CBSIJEHHUKY —
«oTery.

DeodpunaxT, apxuermckon boarapckuit, B « baaroBectHmnke»
tak kommeHTupyet M. 23:8—10:

«Xpuctoc He 3arpemnjaeT Ha3bIBATBCS YUYMUTENSIMM, HO 3arpe-
maeT CTPpACTHO JKeAdTb 3TOTO HA3BdAHMS, BCEMUM CUAAMU CTAPATDLCSI

15 Cm. 06 arom noppobuee: Kacamkuna T. Auryprudeckast yurara B «bpa-

Tbsix Kapamasoseix». C. 17—18.
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o nipuobpeTeHnn ero, M6O YUYUTENbCKOE AOCTOMHCTBO B COOCTBEHHOM
CMbICAE IIPUHAANEXKUT OAHOMY Bory».™

OaHaKo 1o cMbIcAy TeKkcTa X PUCTOC MUMEHHO 3anpeujaer 35ech
Has3bIBaTbCsl yunTeasimu. KKoMMeHTapui >ke HallpaBAeH Ha To,
4TOODLI PEBOAIOIMOHHOE, PAAMKANbHOE M3MEHEHMe, MPOBO3raa-
nmaemMoe XpyuCTOM, CMSITYUTD, CMAa3aTh, CAENATh OOAee TIpUeMAe-
MBIM AASI TPAAMIIMOHHOTO yMa. B KOHIJe KOHIJOB — CBECTM Ha HET,
YTO BeChbMa YCITENHO 1 ObIAO MpoAenaHo. BoickaspiBaHme Xpucrta
HEOXKMAAHHO, CTpAaIHO (0COOEHHO «M OTIIOM He Ha3bIBANTE) )
M CIIOCOOHO BBLI3BATL METAHOWMIO, nepeMeHy yma. KomMmeHTapuit
HarpasBAeH Ha TO, YTOOLI yM HEe U3BMEHUACS.

MoanH 3naToycT, KOMMEHTUPYST ATOT TeKCT croBamu: « OanH
Bor ecTb BMUHOBHMK BCEX M yYUTeAEN U OTIIOBY»,” TOYHO OITpeae-
nstet, K KoMy Mbl o6pamnjaemMcst CO CAOBAMU «YUUTEND» U «OTEI»
CKBO3b AFOOOTO BPEMEHHOI'O HOCUTENST 3TUX MMeHOBaHui. He ve-
NOBeKy MPUHAANEKUT Hallle ToYTeHne, Ho 06pasy bosxnio B Hem,
aKTyannusupyeMoMy MMEHOBAHMSIMU «OTeI» U «yunteab». [ToaTo-
My MbI OOpaNnjaemMcsi CO CAOBOM «OTeI» K CBSIIIEHHUKY, KOTOPDIV
MO>KeT TOAUTDLCSI HAM B CBIHOBBSI MAM B OpAaThst UNM HE BBI3LIBATD
HMKAKOro rnoureHust Kk cebe nuuno. K coxxaneHuto, u mupsiHam,
M CBSINIEHHMKAM CAy4YaeTcsl 3a0bIBaTh 00 3TOM OOCTOSITENBCTBE,
roaarasl, YTo CaH U BIIPABAY AENAET CAMO020 4eN08eKAd «CTAaPIIMM»
U «yYUTENEM», U3-3a YerO MPUXOAUTCS TOPOY HAOAIOAATD ITOYTU
HENPUAMYHDIE CIJeHbI, KOTAA BEChMa IMOXKMABIE JKEHITMHBI oOparia-
IOTCSI K TOASIIIEMYCSI UM BO BHYKU «OTIJY» Ha «BbI», @ OH K HUM —
Ha «ThD».

CnoBa XpMCTOBbBI yKa3blBAIOT HAM HA OAWH MPOCTOWM U HECO-
MHEHHBINT (HAKT: 3AeCh, HA 3€MA€, Mbl BCE — YYEHUKU U OPATDHSI.
«Bce — pnté», xak cpopmyanpyet atro Muts Kapamazos. Xpucroc
CBOVM BBICKA3bIBAHMEM HABCETAA YIIPA3AHSIET BCSIKYIO MepapXuio,
B CYIJHOCTY T€M CAMBIM PAAMKAAbHO TOAATasI IPEAEA ANASI BCEX BO3-
MO>KHBIX BEAMKUX MHKBU3UTOPOB. EcAu, KOHeYHO, HE IMbITAThCS
cMsiranTh Ero BeicKasbiBaHye KOMMeHTapyueM. Sl3piuecTBO — mMc-
TOYHUK POAOBOWM, MMOCBSITUTEABHOW (MHMIIMATUYECKOV) M COLU-
anbHOM Mepapxun. XpUCTUAHCTBO — CaMOe MTOCAeAOBaTEeAbHOE pa-
BEHCTBO M 6paTCTBO.

4 TIur. no: Toakosoe EBanrenne. Kuura nepsasi. Eanreane or Mardes.

M., 1870. C. 423 (penpunt 1993).
15 Tam xe.
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NosyHr Beankon dpannysckon pesoawonum: «CBobopa, pa-
BEHCTBO M OPATCTBO» — HE MOT BO3HMKHYTDH HM B KAKOW KYABTY-
pe, KpoMe XPUCTUAHCKOM XOTSI OBl 110 TIponcxoxkaeHno. OpHako
MOCAEACTBUS €ro IPYMeHEeHMsT ObIAM COBCEM He XPUCTUAHCKMMMU.
W vMeHHO MOTOMY, YTO PEBOAIOIIMEN ObIA OTBEPIHYT €AMHCTBEH-
HbM MCTUHHBIN OTely 1 Yunurens.

CJ\eL\CTBVIeM MNpMU3HAHMS TOro, YTO HA 3€MAE€ HET BbICHINX M HA-
CTAaBHUKOB, HET OTIJOB U YYMTEAEN, MOT'YT ObITh ABA PA3HBIX U AAXKE
MPSIMO TTPOTUBOITOAOXKHBIX NMYTHU. bonee M3BECTHBII HAM MTyTbh —
MyTh, BIIEPBbIE MMOCAEAOBATEABHO Peann30BaHHBIN GPaHIY3CKON
peBoOANOLMEN, — ITYThb BCEOOI]ero HEMOYTEHMST, XaMCTBa», KaK Ha-
30BeT 310 /\. MepesxxxkoBckuit. Ecnu Hem HUKO20 Gblule MeHs — 3HA-
YUM, Ce HUXKe MeHsl: BOT CIToCcO0 MOHMMAaHMST PABEHCTBA HA 9TOM
nyti. Beab ecan HeT Bora — TO BCSIKOMY MO3BOAMTENBHO 3aHSITD
Ero mecrto. M, B orcyrcTBue bora, Bcsikmit omymaeT co Bcen
OCTPOTOV HEMTOCPEACTBEHHOTO OITBITA, YTO MUP BPaIaeTCcsI BOKPYT
MMeHHO ero «s». B pomane «bpartbst Kapamazose» ato nyTn Pa-
KMTHHA (OH [MOYTH ITPU ITEPBOM CBOEM [TOSIBAEHMM [TPOBO3TAAIIAET
no3yHr Beankon ppaHiyysckont peBonwonyn: «1enoBedyecTBo camo
B cebe cUAY HAMAET, YTOOBI SKUTb ANST AOOPOAETENN, AASKE U HE BEPST
B 6eccmepTne Aymm! B Ar06Bu kK cBOOOAE, K paBEHCTBY, OpaTCTBY
Haraer...», 14, 76). Ho Ha TO OH M «IOmASIK», KAK OH CaM ITOAO-
3peBaeT U BLICKAXKeT Cpa3dy Ke MOoCAe AeKAaPMPOBAHMSI BEAMKOTO
PEBONOLIMOHHOI'O IPUHOUITA... AT ADYTUX repoeB, MLITAIOMMXCS
oTBepruyTh bora: Beamkoro mHkBM3muTOopa, VIBana, CMepasiko-
Ba — MX MOIMDITKA CTAHOBUTCSI He My TeM, & TYITMKOM, BLIXOA U3 KO-
TOPOro — TOABKO B crepoBanuy 3a Xpucrom (kak Hanvcan [TaBea
DOoKMH 0 BEAVIKOM MHKBU3UTOPE, BLINTYCTUBIEM X PUCTA U3 TIOPb-
mbl). V1, HapO mTonaraThb, CTEHDI MX TEMHMUI] BO3BEAEHBI UMEHHO UX
HAaAMEHHOCTBIO M IIpe3peHMeM K OKPY>KarolMM, OTMEeYeHHLIMMU
B POMaHe B Ka4eCTBE AOMUHAHT XapakTepa ANST BCEX TPOUX.

WMHuTepecHo, 4T0 \OCTOEBCKUI MOKA3bIBAET, KAK 3T CTEHBI BO3-
BOASITCSI KQXKYIMMCSI OCBOOOKAEHMEM, PA3PYIIEHNEM AUYHOCTBIO
BCEX MPEXHMUX CAEPXKMBAIOIMNX U CTPYKTYPUPYIOIMX OCHOBAHWI

«Mano Toro,— rnepeckaspiBaeT 4epT paccyskaeHus: VBaHa B moame
«Teonornuecknst rnepeBOpoT», — €CAM AdKe IMEPUOA DTOT U HUKOTAA
H€ HAaCTyInMT, HO TaK KakK bora u 6€CCMepTI/I$I BCE-TAKN HET, TO HOBOMY
YE€NOBEKY IMO3BOANMTENADHO CTATb '-Ie.7\OBeI(O>6OI‘OM7 AdPKe XOTs 6I)I OAHO-
My B LJjeAOM mMumpe, M, YK KOHEYHO, B HOBOM 4YMHE, C A€'KMM CeEpALIEM
NepecKOYMTDL BCSIKYIO NPEXKHIOIO HPABCTBEHHYIO Iperpajy MHpesKHero
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paba-yenoBeka, ecayt OHO roHap0OuTcs. \nst 6ora He CyljecTBYeT 3aKO-
na! Tae craner 6or — tam ysxe mecto 6oxue! T'ae crany s1, Tam ceryac sxe
OyAeT repBOe MeCTO... “Bce A03BoAeHO ', u mabam!» (15, 84).

HeBo3smoskHO He 3amMeTuTph, Kaxk IapasneAbHO BUAMMOMY
«OCBODOOYKAEHUMIO» YeN0OBEKO-H0ra B TEKCTE HAPACTAET €ro yedu-
HeHUe, OTYYXKAEHME, KaK KaXKAO€e CAOBO HOBOM «CBOOOABI» CTaHO-
BUTCSI KUPIIMYOM B CTEHE, OTAEASIIONEN €ro OT BCEX OCTAAbHBIX
B yenoBedecTBe... VI pasmbimnenns VBana, u pasmblnineHus Be-
AMIKOTO MHKBU3UTOPA AOKa3bIBAIOT, YTO COCTABASIION]VEe NO3yHTa
Benanxon GppaHiy3ckon peBoAoIMy — HECOBMECTUMBI, YTO TaKast
cBO6OAA HEMEANEHHO YHUYTOKAET PABEHCTBO U, TeM Oonee, 6pat-
CTBO. A «PaBEHCTBO» OCYIECTBASIETCSI BEAMKUM MHKBU3UTOPOM
B YeNAOBEYECTBE MyTEM YHUUTOXKEHYSI CBOOOADL...

OAHaKO CAeACTBMEM MPM3HAHMS TOTO, YTO HA 3€MAE HET BBICIINX
Y HACTABHMKOB, MOKET ObITb M ADYrov MyTb. Tak, B Knacce, OTKyAA
yIIeA VAV M3THAH YYMTEAb, HAYMHAETCSl KaBapAak, 6eanam u pasoon.
(MmeHHO Tak — Kak B36YHTOBABIINMXCSI AETUINEK, BBITHABIIX U3 KAAC-
Cca y4MTens] — OIMCBIBAET PEBOAIOIMIOHHOE 4YeNOBEYeCTBO BEAVIKMI
mHKBM3UTOD, 14, 233.) Ho coBceM nHOEe — B Knacce, TAE YIUTEAD TIPU-
CYTCTBYeT — U BCe 06 3TOM 3HAOT, HO TOALKO HMKTO HE 3HAET, KaK OH
BuIrAsIAUT. Mav BepHee — kem OH npeacTaHeT Ha 3TOT pa3. Yepes koro
3aX04YeT AATb YPOK. PaBEHCTBO B TAKMX YCAOBUSIX — ITO YT BCeoOIIIe-
'O TIOYTEHMSI, U CTIOCODO TOHMMAHVST PABEHCTBA B ATOM CAydae — ecyu
Hem HUKO020 HUXKe MeHsl, o 6ce 8blule MeHsl. V1 MMEeHHO Ha 3TOT Crocod
MOHMMAaHVSI PAaBEHCTBA yKa3blBaeT XPUCTOC, MPOAOAXKAST pazdbupae-
MBIV €BAHTE€ABCKUI TEKCT 00 OTIIAX M YYUTEASIX CAOBAMM:

«Boapmmit 3 Bac pa 6yaeT Bam cayra: 60, KTO BO3BbIIIAeT cebst, TOT
VHVKEH OyAeT, a KTO yHukaet cebst, Tot Bossbicutcsy (M. 23:11—12).

Ecam Her Ha 3eMne oTHA M yYuUTEASs], TO B NFOOOM MbI MOYKEM
yBupeTh Otia u Yunrenst. Bor pemenne, koropoe paet \ocTO€eB-
ckuit B pomane. M craper; 3ocuma, CAOBHO OTBedvast Ha AneImHO
«OTel] U YYUTEAb», — AdAee, Ha TIPOTSIKEHUM BCcel OeceAbl B rnaBe
«Pycckuit mHok», 6GypeT o6pamaTbest K CBOUM TOCTSIM — «OTIIbI
u yunteam». Mexxay TeM OH AASl BCEX NPUCYTCTBYIOIMX — CTa-
pen. T.e., echyt mOHMMATbL AeAO MepapXnUyecKy, — UMEHHO «OTel]
U YYUTENb», HAAENEHHBI O'POMHOWM «B MHBIX CAYYasix» BAACTBIO,
KaxK crenyanbHO oroBapuBaeT /J\OCTOEBCKMIT B Havyane poOMaHa.
B cymHocTH, ero obparmjeHne 3ByYUT TaK, KaK €CAM Obl YIMTEAD
BOIIEA B KAACC M OOPATUACS K TIPUCYTCTBYIONMM TaM yIeHUKAM:
«OTypl 1 yuntean!».
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Yto s He yTpUPYIO, HE TIPEYBEAMUYMBAIO MMAPAAOKCAABHOCTH,
C HaIIey TOYKM 3PEHMS, TAKOrOo obpaljeHns, AOKa3biBaeT POMaH-
Hast pudma K 3TUM crOoBaM ctapija 3ocumbl. S nmero B BUAY 00-
pamenue karmrana CHernmpesa K CBOeMY CbIHY cO choBamu: «ba-
Tromka, Mmuaba Oatomkal» (15, 190), nopasxkaronjee BooGpake-
Hue yuTartens. Boobuje e, yaeAMB BHUMaHMe 3TOMY 0OpaljeHnIo,
MOSKHO 3aMeTUTh HEMANO TAKUX «00epHYTBIX» obpaljeHunit B po-
maHe: Harpumep, 1o, 4To Pepop [laBnroBuy oTHOCKUTCs kK MBaHy
co cnroBamu: «Orery Tol Moyt poaHo» (14, 252), — XoTh 1 MeHee
3aMevaeTcs] YMTATEAEM, HO TIPUHAANEKUT TOMY 3Ke PsIAY. 3ame-
4aTenbHO, 9YTO KOrapa /\OCTOEBCKMI OMMUCHIBAET OOpaInieHnst ¢ mo-
AOOHBIMM CAOBAMM K AMIJAM, C KOTOPBIMU TOBOPSIIIUI He CBSI3aH
POACTBEHHBIMM y3aMU, — OH BBOAUT yKa3aHMs Ha CO3AaHme 1 060-
pavnBaHye TAKUX Y3 B TEKCT, HETTOCPEACTBEHHO OKPY KAIONNIT 06-
pamenue. Bot, HarrpuMep:

« — Amurpmin @epopoBud, cayman, Gariomka, — Hadan, obpama-
SICh K MI/IT€, Muxann lvlaKapOBI/I'-I7 M BCE B3BONHOBAaHHOE ANITO €TI0 BbI-
paykano ropsidyee OTeveckoe MouTu COCTpapaHue K HecyacTHOMY...» (14,
417—418).

He o6orinock 3aech, KOHEYHO, 1 6€3 rocroxxy X0XAaKoBOM, AO-
MMOAHUTENBHO BCKPBIBIIEN B 3TOM 000OPaYMBaeMOCTM OOparjeHmmn
MAEI0 PABEHCTBA B TOM CMbBICAE, YTO AIOOON «CTapIIMi®» MOSKET,
a B VHBIX CAYYasTX M HEM30ESKHO AONKEH, OOPATUTHCSI K MAAAIIIEMY KaAK
K CTapIuemy:

«...Bbl M€HS IMPOCTUTE, AAema, s BaM KaK MaTb... O HET, HET, HAIIPO-
TUB, 51 K BaM TeIlepb Kak K MOeMYy OTHY... IOTOMY YTO MAaTb TYyT COBCEM
He npet...» (15,16)."

Boobie >xe, camoe IpOH3MTENbHOE BIE€YATAEHME B pOMaHE
OCTaBASIIOT OOpameHust MAM MMEHOBAHMsI «Ilara» Mo OTHOIIe-
HUIO K OTI[aM, KOTOPbIE, C TOYKM 3peHust ambepara PeTOKOBU-
4a, pemmMTeNbHO He MOTAM Obl TPETEHAOBATH HA 3TO «3BAHME.

16 XapakTepHO ¥ elje OAHO M3MeHeHue oOpamnjeHusl, Iopa3uTeAbHOE, IOTOM
7 K

4YTO HelpeAcTaBumMoe paHee: Muts cpasy rocae o6bsICHEHMST TOrO, KaK repeme-
HMAACH ero Af060Bb K I'pyie, KOrpa OH «BCIO €€ AYIIY B CBOIO AVIIY IIPUHSIA U de-
pe3 Hee cam yenoBekoMm ctany (15, 33), HasbiBaeT ee B pasroBope ¢ Anenernt «6par
I'pymenska». «Het, 6par I'pymenska, ato He To. Tol TYyT Maxy Aana, cBOero ray-
rmeHbKoro skeuckoro maxy!» (15, 34). 3aecs \ocToeBCkmit, KaXKeTcsl, C BOCXUTH-
TEeAbHOM NMapaAOKCAaAbHOCTBIO OTKAMKAETCSI Ha ellje OAMH ITPOH3UTENbHBI TEKCT
Hogoro 3aBera: «...HeCTb HU MY>KYMHDI, HY KeHIUHbY. Ho 310 mpeaMeT ocoboro
pasrosopa.
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dto Mawmeuknuo: «Ilycture, nycture, 3To mama mown, rnara,
npoctute eroy (14, 186) u «...maroyka, MUABIM ITAII0YKa, Kak OH
Te6st yHusual» (14, 190). M 3T0 KpUK A€BOYKM, KOTOPYIO CEYeT
oreir: «ITama, nama, manoyka, narmouxal» (14, 220). B cymHocTH,
AeTu 3aech roBopsT: «IKaxk 66l TebsT HM YHU3UAM, Thl BCe PABHO
MOW OTel], ¥ HUUYTO ITOTO He u3MeHUT» nan «IKaxk Obl Thl HU YHU-
3un cebst (CBOEM >KeCTOKOCTHIO M HECITPABEANMBOCTDBIO ), ThI BCE
PaBHO MOW OTel], ¥ HUYTO ITOro He M3MeHUT». ¥ 3TO BO3MOKHO
TOABKO ITOTOMY, YTO «OAVH BOT €CTh BUHOBHUK BCEX U YIUTENEN
U OTIIOBY.

Sl moaararo, 9YTO BHe KOHTEKCTa pa3dMpaeMoro BbLICKAa3bIBa-
HMsT XPUCTOBA HEBO3MOSKHO TOHSITh APYrOe, ropa3ao 6onaee «Io-
MyASIDHOE», XOTsI BOBCe He Oonee MoHsIToe Ero BbicKasbiBaHMeE:
«ecam He obpaTuTech 1 He OyAeTe Kak AeTH, He BompaeTte B []ap-
ctBo HebecHnoe». Ho npuBepem MonHLIN TEKCT:

«B to BpeMmst yueHuku nipuctynuan kK Mucycy m ckazaau: KTo 60nb-
me B ITapctBe HeGecHom? Mucyc, mpmusBaB AUTSI, IOCTABUA €r0 MOCpe-
AV HUX U CKa3aiA: UICTUHHO 'OBOPIO BaM, €CAM HE O6paTI/ITeCI) " He 6yAeTe
kak petu, He BovipeTe B [lapctBo HebecHoe; ntak, KTo ymaamrtcst, kKak 3T0o
anTst, ToT 1 60oabine B [JapcrBe HeGecnom..» (M. 18:1—4).

Ecam He mepeBoAMTD BhICKa3bIBaHME CPa3y B MPUBBIYHDLIA MO-
PanM3aTOPCKUI MAAH, TO MOKHO OYAeT HAKOHEI] 3aMeTUTD, YTO
peyb 3AeCh OYKBAaAbHO MAET O POCTE: CPEAM YUEHUKOB CTOUT pede-
HOK, KOTOPBIV HMKE BCEX, M UM TIPEANATAETCST YMAAUTBCSI, 9TOOBI
crarh (IMOYYBCTBOBATD CEOSI) «KAK ITO AUTSI».

CTouT Bcepbe3 MOAYMATh — O 4€M MAET Pedb, KOTAA, AAST BXOXK-
Aenunst B [JapcrBo HebGecHoe, HaM rpeanararoT cTaTh «Kak AeTH».
T.e.— xakme KavectBa AeTel, COOCTBEHHO, OOECIIEYMBAIOT UM
Takoe BXOokAeHMe? OTsIThb-Taky MPUBLIYHBIA OTBET — ITO «AET-
CKasli KPOTOCTb», «rocaymanme» u T.1. Cabllia Takue OTBeTHI,
BCETAA XOYETCS CIIPOCUTH, KAK AABHO OTBEYAIONINI BUAEA AETEN.
Bo Bcskom cayuae, o npoutrenun pomana «bpatnst Kapamaso-
BBI» V3K TOYHO CTPAHHO TOBOPUTH 00 3TUX Ka4eCcTBaX Kak O CIie-
UdUIecKn AeTCKMUX. ECTh TOABKO OAHO Ka4ecTBO, 6€3YCAOBHO
Mpyucyijee BCEM AETSIM, MTOKAa OHU AeTU. DTO — CIHOCOOHOCTh
pactu. M kpome TOro, MO’Kanyy, OnjymjeHne CBOEro pocTa Kak
HEAOCTATOYHOTO ellle, 3HaHMe O TOM, YTO OYAEIb pACTU AAABIIIE.
Bo Bcsikom caydae, B poMmate MMEHHO 9TO OIYIeHMe TOAYEPKHY-
T0 — B cayvyae Koam Kpacorkmuna: ouenn crierudpmdeckoro pe-
OeHKa, YKeNarIero ObITh B3POCABIM M YIUTEAEM, KOTOPOMY MBI,
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YyTATENU, BCE IIPOIIaeM MMEHHO ITOTOMY, YTO OH PACTYIIUNA U Me-
HSTIOIMYICST M OY€HDb XOTSIMUI pacTu (M poCTOM M BO3PACTOM ):
M HAAO MPUBHATD, YTO €CAM Obl OH ObIA 83DOCLIU — ITO ObIA ObI
MPEOTBPATUTENBHBIN IEPCOHAXK. VIMEHHO MTOTOMY TaK CTPAIIHO
TO, YTO ITPEANIONATAeT CAENATh C NFOALMU BEAUKUI MHKBU3UTOP.
OH x0o4eT caenaTb U3 HUX AeTel, Kotopsie He pacmym (14, 236).
Ho orcyrcTBue pocta — 3T0 Kak pas raaBHOe CBOVICTBO 63poc-
n020. T.e. BEAMKMI MHKBU3UTOP AeAAET U3 AIOAEN He MAAAEHIIEB
(TyT OH AYKaBUT) — OH A€AAeT U3 HUX AMAUITYTOB, KPOIIEYHBIX
YPOALIEB, TO3BOASIOMMX €My Ha MX (GOHE MOYYBCTBOBATL COO-
CTBEHHOE BEeAUYMeE.

Craper; 3ocuma, B IPOTUBOBEC BEAMKOMY MHKBU3UTOPY, OIIY-
maronjeMy cebsi CTapuiMM, BBICIIMM M YYUTEAEeM, OlyIjaeT ceOsi
y4eHMKOM 1 Maaamum. [Ipudem oHn yrioTpebasTIOT OAHO CAOBO —
«MAaAEHEeI», HO BEAMKUIA UHKBU3UTOP — MPUMEHUTEABLHO KO BCEM
APYI'UM, a cTapel] 30cumMa — IMIPUMEHUTENBHO K cebe:

«OTybl M yunTeAr, IPOCTUTE U HE CEPAUTECDH, YTO KAK MaAbIM MAA-
AEHEL] TOAKYIO O TOM, YTO AaBHO Y Ke 3HAeTe U O YeM MEHSsI JKe Hay4YnTe,
CTOKpAT UCKYCHee 1 OnaronenHeey (14, 266).

Hapo 3ameTuTb M erje oAHO — B pOMaHe XOPOIIEMY VUYUT, KaK
MpaBUAO, MAAAIIMK CTapiiero: 3ocuMMa TanHCTBEHHOIO TIoce-
turteasi, Anema — Mwutio u I'pymensky, Maroma — cBoero nary
n manpunkoB (1 Konro, n paske Anenty) v MHOTMX POMaHHBIX I1€P-
COHaXKem!, Aa>ke OT CBOEro crapiiero 6para 3ocuMa Hay4aeTcst XO-
pOIlIeMY AVIIb [TOCAE TOT'0, KAK HAYMHAET 3HAYMTENBHO ITPEBOCXO-
AMTB ero ropamu. Craprmit ke (1Mo BO3pacTy MAY 3BAHUIO ) YIUT
maaprrero nmaoxomy: CmepasikoB — Maromy, MBan — Cmepasiko-
Ba, Pakutn — Konro Kpacorkuua, @epop ITaBrosuy — MBana
u Anemy... byayun crapmym, Hay4YUTh XOPOIIEMY MOSKHO AUIID,
AMOO TMOYYBCTBOBAB cebst HA PaBHBIX ¢ 0OyYaeMbiMu (Kak Anemra
¢ ManpumMkamu; xapakrtepeH ero otBeT Kone: «$I mpumien y Bac
yuntbcsi, KapamazoB, — MpOHMKHOBEHHBIM M 3KCIAHCUBHBIM T'O-
nocom 3akaounn Konast. — A sty Bac, — yabIOHYACS Anerna, moxan
eMy pyky», 14, 484), am60 — kax craper] 3o0cuma, «MAAAEHYIECKI»
ITPOMOBEAYS «OTHAM U yuntensm». VI Hepapom Hayuusmmmn Mutio
ucrioBepaunio B Tpouile cymero bora epijeHmTy6e BcrioMHUT
O TOM BpeMeHM TaK:

«O pa, st cam 6bIA TOrAA elnje 0OYeHb MOAOAOV YenoBeK... MHe... HY AQ,
MHe OBINO TOIAA COPOK TSTh AeT...» (15, 106).
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Uraxk, anst Toro, urobst Bontu B IJapctBo HebecHoe, — Hapo
6bITh crtoco6HbIM pacty. B IJapctBo Hebecnoe gpacmarom. A pa-
CTY MOJKET ChbIH — He OTel]. YYeHUK — He yanTenab. OTer u yInuTeanb
y>Ke BBIPDOCAM — MMEHHO MTOTOMY, YTO OHM BbIIIE€ YIeHMKA U ChIHA
(ecan ysk He pOCTOM, TO BO3PACTOM UAM 3HAHMEM ). A pacTeT TOT,
KTO XO4YeT pacTu. A Xo4eT pacTy — ONnsiThb-Taky BcrioMmHuum Konro
Kpacorkuna — rtot, kto Huxe. Ctout HaMm nepepacmu Koro-To
(MAM «BCeX») — U MBI YK€ ANOBOABHBI M YAOBAETBOPEHDI. MBI mpe-
Kparmjaem pacTu 1 — TepectaeM «ObITh Kak AeTn». M 310 3HAYHMT,
yto [JapcTBo HebecHoe oka3biBaeTcst 3akpbITo AAst Hac. B napa-
AoKcanbHOV MaHepe J\octoeBckoro u EBaHreamst To, 4To xoder
BHYIINUTDL HAM TEKCT, MOKHO 6bIN0 ObI ChOPMYAMPOBATD TAK: & BbI
He Ha3bIBAMTECh YIUTEASIMU, OTITBI U yauTenn!



MerToaorormueckmne acnekTbl TOAKOBaHM 1 —
IIOASKQHPBI U IIOACUCTEMBI

Methodological Aspects of Interpretation II —
Subgenres / Subsystems

Hamanva 2Kusonynoasa

TEAECHOCTD B CYBJKAHPE MCITOBEAM
AHTUTEPOA AOCTOEBCKOI'O

Chor — 3710, Tak CKa3aThb, BHEITHSISI OA€KAQ; MBICAD —
3TO TeNO, CKPBIBAIOI]EeCs MMOA OAEKAON.

@. M. N\ocmoesckuil

Mbr pa>ke M 4eAOBEKAMU-TO OBITH TSITOTUMCST, — Ye-
NOBEKaMU C HACTOSIIMM, COOCTBEHHBIM TEAOM U KPO-
BbIO; CTBIAMMCSI 3TOT0, 32 [1030P CYMTAEM Y HOPOBUM
ObITh KAKMMIU-TO HEOLIBAABIMIU OOIIEY€AOBEKAMMA.

Anmuzepoil «3anucok usz noOnonvs»

Kareropust menecHocmu, Kak ee OINpeAensieT COBPeMEHHast
dpmnrocodust, «moHMMAaeTCsI He KaK 06bEKT, HEe KAK CYMMa OPraHoB,
a Kak ocoboe oOpas3oBaHye — HEOCO3HAHHDIN FTOPMU30HT YeAOBe-
YeCKOTO OTbITA, TOCTOSIHHO CYIIECTBYIONMUIA AASI BCSIKOTO OTTPEAE-
NeHHOTO MbIIIAEHUs». ['naBHAST ee 4epTa — 3TO «HEAOCTYITHOCTD
ANsT pebAEKCUBHOIO aHanm3a: HepasnoXkMMasl Mo CXeMe IOoChe-
AOBAaTEAbHOTO PAaIMOHANBHOTO AEVMCTBUSI TEAECHOCTh OKa3bIBa-
€TCsl M3HAYANABHOM 10 OTHOIIEHUIO K TIPUPOAHBIM M KYABTYPHBIM
obbekTam, 6raropapsi KOTOPOV OHM CYIIECTBYIOT U BbIpa>keHU-
eM KOTopoy oHu siBasiioTes».' Hackonbko aTa xareropust crana

! Kepumos T.X. Tenecrocts // CoBpeMeHHBIT PpurOCOPCKmMit cnoBapb. M.;

Exarepun6ypr, 1996. C. 533.

© H.B.JKusonaymnosa, 2011
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aKTyanbHOM ANST COBPEMEHHOM (PUNOCOPCKON, KYABTYPOAOTU-
YeCKOW M COOCTBEHHO AMTEPATYPOBEAYECKON MBICAM, HACTOABKO
HEOTIPEAENEHHBIM SIBASIETCSI €€ COAEPIKaHMe, B 4aCTHOCTH, TPaHM-
IIbI TIOHSITUST TEAECHOCTH, BKAIOYAIONEr0 OTPOMHOE KOAUYECTBO
MEPEHOCHBIX, He CBSI3AHHBIX TMPSIMO C «KVBBIM TeAOM» MeTado-
PUYECKUX CO-3HAYEHUI: OT TEAECHOCTU TEKCTa AO TENEeCHOCTU
ayim. Tem He MeHee CeMaHTUKA mesld U 1esleCHO20 TIPEACTABASIET
aKTUBHBIT KYABTYPHBIA KOHTEKCT, Pa3Hble CMBICAOBBIE TINACTHI
KOTOPOTO apXUTEKTOHUIECKN CYIIECTBEHHDI M aKTYaNU3UPYIOTCST
B 3aBMCUMOCTH OT >XaHpa, GPUAOCO(GCKON YCTAHOBKM aBTOPCKOTO
CO3HaHMsI, COOCTBEHHO MPOOAEM TTOITUKIA.

MHoroneTHee M3ydeHne HaMu CyOKaHpa UCNOBeOU aHMU2e-
pos (nanee — MA) u ero aBontomu B TBOpYeCTBe \OCTOEBCKOIO
MMO3BOAMAO YCTAHOBUTD, YTO BO3HMKHOBEHME CyHKaHpa B «3arm-
CKax M3 MTOATIONBS» CBSI3aHO C 3aMETHBIM M3MeHeHMeM, pakTmde-
CKM TIpeBpalieHneM npen mena B tekcre.” [IpeanpuHsitoe Hamu
yrayOAeHHOE MCCAeAOBaHME CYITHOCTM M (POPM IBOAIOIMM KOH-
1jerTa mMesiecHOCmuU Ha TIPOTSIXKEHUY BCETO TBOPYECTBA MUCATENST
MoKa3ano, 9YTO MeneCHOCH b KaK TakoBasl — 3TO TOHSITUE Pa3BU-
BaloIleecst M, B U3BECTHON CTEMEHM, IKCIAUIMUPYIOIIee BHYTPEH-
Hee ABVKEHME aHTPOMOAOTMYECKON MbICAK /\OCTOEBCKOTO."

B «3ammckax n3 moAnoAbs» CTaTyc #esnd v menecHozo B UCTIO-
BEAV MapapOKCaNMCTa TECHO CBSI3aH C KOMIAEKCOM aHTUTePO-
HOCTM MOBECTBYIONIETO CyObEKTa, TA€ HUUIMOUHOCHb OOAapaeT
KoHcTUTyupytowmen dyukguen. IToatomy meno anmuzepos oxa-
3bIBAETCSI TAABHOWM TOYKOWM TPUNOXKEHUS] B3aMMOAEVICTBYIONMNX
CUA, OINPEAEASIONNX,/TIPOSIBASIIOIINX  (POPMBI  CEMaHTUYECKON
VMHTEPaKUUu aHmuzepos M Mupa, cTerneHb CBOOOALI MAM HECBO-
OoABI cyObeKkTa OT MUpa B I1EAOM, OT APYrux u camoro ce6st. [To-
CKOABKY BCe YIIOMSIHYThbIe (POPMBI CBOOGOADI 110 CYIIECTBY CBOEMY
HeraTuBHble (CBOOOAA OT...), TO €70 B €ro KOMIIA€MEHTapPHOM
GyHKRIMM 1 Kak Hanbonee «CaMOCTHAS» M MHAVBUAYAAU3UPYIO-
jast 4aCTh XYAOXKECTBEHHO AMYHOCTU aHmuUzepos OKa3bIBAETCSI

2 JKueonynosa H.B. «KpoTkas» 1 aBoatonust cyGikaHpa ucnosedu anmuzepos
B TBOpuecTBe Aoctoesckoro // Dostoevsky Studies. New Series. Tiibingen, 2000.
Vol. 4. P. 129—142; Zhivolupova N. The Antihero’s Confession: from Dostoevsky
to Ageev (the Problem of the Genre) // The Dostoevsky Journal: An Independent
review. New York, 2003. Vol. 3—4. P. 1-31.

3 JKusonynosa H. TenecHocTb B xyposkecTBeHHON aHTporionornn @. M. No-
croeBckoro // NocroeBckuit u muposast kKyaprypa. CII6., 1994. C. 75—96.
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CeMaHTMYeCKM aKTMBHBIM BO BCeX aACIIeKTaXxX 3TOI;I BOI_U\OH_],eHHOI;I
UAU UCKOMOW CYO'BEKTOM HeraTMBHOW cBOOOABI. Bonee Toro, ce-
MaHTHKA Mend aKTYaru3upyeT PasauvdHble CMBICAOBBIE ACTIEKTHI
€ro XYyAOXeCTBEHHOI'0 (PYHKUMOHUPOBAHUS, CTPYKTYPUPYST TE€M
caMbIM pas3andHble GOPMBI BONIAOIIEHMST PUAOCODCKON TTO3ULIUU
aHmuzepos B Mupe 1 (pOPMBI €ro IK3UCTEHJMAABHOTIO CaMOOIIpe-
AENeHUST, TPOSIBASIEMbIE, B TOM YMCAE, U B BUAE «OETCTBA OT ceOs».

Anmuzepoil J\OCTOEBCKOrO, HAMOMHIO, AEMCTBUTENBHO MC-
MNbITbIBA€T AMCTAPDMOHMIO HE TOADKO B OTHOIIEHMSIX C MUPOM,
HO U B «HeApax» cBoer amdHocTu. CoO6CTBEHHOE Mesio HUKOTAA
He paccMaTpUBAETCsI AHMU2epoeM KaK HEUYTO «IIpMPoAOCcooHpas-
HOEe», EAMHSIIIIEE €0 «CO BCEIO TBAPDLIOY» B O0IIEV BCEM PAAOCTH CO-
3HAHMST CBOEV COTBOPEHHOCTH, COMTPUCYTCTBUSI B Mupe («BCSIKOE
AbIxaHue Aa craBuT ['ocriopa» MAM «papyeTcst BCSIKAST TBAPDY —
MO3UIIMST, KOTOPasi He MOKeT OLIThL YCBOEHA M AaKe He TeMaTu-
3upyeTtcst codHanmeM cyonekra MA). Teno pnst aHTUTEPOST — 3TO
BHEIIIHSIST TPAHNITA €70 «CAMOCTI, OITPEAENSTIONIAS M €r0 OTIaAe-
HMe OT Mupa: «JI-To oAuH, a OHU-TO Gcey.*

PacxosxxpeHre cybbekTa Kak AYyXOBHO-CBOOOAHOI'O CyljecTBa
(camast Ba>kHast YepTa B PSIAY APYTUX peAEKCUPYEMBIX UM IJeH-
HOCTEeM COOCTBEHHOW AMYHOCTM) C €ro CBSI3aHHBIM, MTOAYMHEH-
HBIM 3aKOHAaM TBAPHOTO MMPA MOAOKEHMEM, KaK U3BECTHO, OCO-
3HaETCsT UM HOAE3HEHHO: «BCE-TAKM 3aKOHBI TTPUPOABI TTOCTOSIH-
HO 1 G0onee BCero BCIO XXM3Hb MeHst obvkanm» (5, 107). Komusm
aToro (y>ke MHOTO pa3 yIIOMUHABINErOCSI HAMM B CBSI3U C APYTUMU
acriekTamMy 1mpobaemsl ) adopusama aHmuzepos B TOM, YTO OOUABDI,
rmonaydaeMble OT «3aKOHOB TTPUPOADBDY, [TOCTOSIHHBI U TIPEBOCXOASIT
Apyrune, HAaHOCUMbIE yoKe UAU NIOADMU AN HEAOKA3yeMbIMU «BHeE-
NPUPOAHBIMM CUAAMIY.

3Aech paspbiBaeTCsl CEMaHTUKA TENECHOM CBSI3U C KEHCTBEH-
HDLIM, OAHOBDEMEHHO IIPOM3BOASIIIMM M ITOKPOBUTEALCTBYIO-
muM HadanoMm (C TPUPOAON, TPAAUIIMOHHO OIMPEAENSIEMON Kak
«MaTb» ), HO CKPBITOE YTBEPKAEHME (ITPUPOAHOTO» AYXOBHOTO
CMPOTCTBA TMApPapOKCANUCTA AEMOHCTPUPYET He €ro CBOOOAY
OT MMUpa, a NMOAYMHEHHOCTb U 3aBMcUMMOCTb. Kak TBapHoe cyje-
CTBO, OH TE€NECHO 3aBVCUM OT 3aKOHOB MPUPOADI, UMIIAUIUPYIO-
MUX M 3aKOH CMEPTU rmesld B TOM 4YMchAe. VIMEHHO TenecHOCTD

4 Nocmoesckuil @. M. TToan. cobp. cou.: B 30 t./\., 1973. T. 5. C. 125. Nanee
CCBIAKM HA 3TO U3AAHME B TEKCTE C YKA3aHUEM TOMA U CTPAHUIIBIL.

216



Tenecrnocmo 6 cybxanpe ucnosedu anmueepos \ocmoesckozo

[IPEISITCTBYET TOMY, YTOOBI aHmuzepoll cTan BHyTPeHHE CBOOOA-
HBIM 4Yepe3 Tpu3HaHVe OOBEKTUBHOCTU VAWM BBICIIEN MYADPOCTU
MIPUPOAHOTO MUPA. « 3aKOHBI IPUPOABD» — 3TO OOPA3HDIN IKBUBA-
NeHT HEKOHKPEeTU3MPOBAHHOM, TPOTUBOCTOSIIIEN CYObEKTY TeM-
HOV CUABI, MHOTAQ, BIIPOYEM, M PYKOTBOPHOM, — 3TO «KaMeHHas
cTeHa». 3amMevyaTenbHO, YTO CEMAHTUKA MeleCHOCHU MUPA, ero
«MNAOTHOCTW» MPOINOPLMOHANBHO YCUAMBAETCS B 3TOM ITPOTUBO-
cTostHuM cyObekTa MUpy, co3paBasl kKommdeckum apderT: ecan
MWD — KAMeHHAsl CIneHd, TO U aHmuzepoll AenaeT BUPTYAAbHYIO
MOTBITKY «M30 BCEX CUMN» KITPOOUTDL CTEHY AOOM»:

«Pazymeercs, 51 He Tpo6ObIO TAKOV CTEHBI AOOM, €CAM U B CAMOM A€ene
cun He BYAET MPOGUTD, HO sI M He TIPUMUPIOCH C HEV TIOTOMY TOABKO, YTO
y MeHsI KaMeHHasl CTeHa 1 y MeHst cua He xBatuao» (5, 105—106).

Tenecnoe Bomnomenue 3TUX GUAOCODCKUX PA3MBIIINEHUN
cyObekTa o cBoOOAE OT MUpaA 3aKperiasieT ux B chepe KOMUIeCKO-
ro, YTO CTAHET IMOCTOSIHHOW 4epToVt cyOskaHpa, ocobeHHo B XX B.
Teno xax chepa nmposIBAeHUST UAM OBITOBAHMST KOMUYECKOTO, CITO-
cob peAyKIIMM K KOMUYECKOMY OyAeT CO3AaBaTh OCOObIE CMbIC-
noBble APPEKTHI, HATTPUMED, YCTONYUBBIN aHTUIPOTU3M NOOOB-
HBIX CIJ€H B CyO>KaHpe UAM CAMOMPOHUIO CyObeKTa KaKk CPEACTBO,
«OTINOTHSIIONIEe» ero B rna3ax YyuTaTensl B MOMEHT YTpaThl dHMU-
2epoem cBOeJ TeneCHOCTM B Ilpolecce pMAOCOPCKOro UAN IICEB-
AOPMAOCOPCKOro AMCKypca.

dra Xe CeMaHTUKAa KOMMYECKOro, 3aKperneHHasl 3a Tene-
CHOCTBIO B CyO’>KaHpe, BUAMMO, OOBSICHSIET U MMPAKTUYECKOE OT-
CYTCTBME B MICCA€AOBAHHLIX HAMM TEKCTaX aBTOPCKOM UAEM ca-
MOYOUIICTBa aHmuzepos KaKk CIOSKETHOM pasBsI3Ku. Putopuyeckn
3asiBAeHHasl Ha IepBLIX cTpaHnnax VA nepBuIM aHmuzepoem nupest
camoybmitcTBa («/\onbllle COPOKA AET KUTh HETTPUAMYIHO, TTOIIAO,
6e3HPaBCTBEHHO!» ) HEMEANEHHO PEAYIIMPYETCSI UM CaMUM K KO-
MUYECKUM KOKEeTAMBLIM 0OpaszaM «CpeOpoBAaChIX U Onaroyxaro-
IUX CTapleB», IAe KOMMYHOCTb BONAOIJEHUS] TEAECHOCTU OCHO-
BaHa Ha YMCTO XPOHONOTMYECKOM HECOBNAAEHMM COAeP>KaHMUSs
1 GOpMbl, 3aKpPENNEHHOM B TBOPYECTBE NM1caTensl B apxeTunmye-
CKOM 0Opase MONOASIIIErOCsT CTapUYKa.

Ho Heo6x0AMMO OTMETUTH, YTO «KOMUYECKUIT BAPUAHTY» TIPSI-
MOT'O TENeCHOTO B3aMMOAEVCTBUSI C MUPOM cybberTa (0 creHy
n160M) — 3TO Yale BCEro «BTOPast MOMBITKA», CAEAVIOIIAs 38 UAEEN
AYXOBHOI'O AManora: Tak, aHTUrepoeM IMPU3HAETCS, YTO «KAMEH-
Hast CeHd... 6npasdy» He 3aKArYaeT B cebe «XOTh KaKoe-HUOYAD
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CAOBO Ha MUP...», OTCYTCTBYUE «AOTOCHOCTU» B «KAMEHHOW CTEeHe»
MPUPOAHON HEOOXOAMMOCTHU TIPUBOAUT AHTUTEPOST K MBICAM, YTO
MUP He «CKa3bIBAETCSI» eMy, T0YeMy M HEBO3MO>KHA CBOOOAA BHY-
TPEHHEro AManoOTMYecKOro OTHOIIEHMS K MMUPY, oOnapaioiemy
Husmen GopmMon TenecHocTH, pakTuyecku 6ecHOpPMeHHOCTHIO
«POKOBOM OypABI», He 0OAaparoNert Aa>ke CBOVICTBOM ITPEAMET-
HOCTU — «IIpeAMeTa He HaXOAUTCS, @ MOXeT ObITh, M HUKOTAQ
He Hanpercs..» (Tam xe).

WmeHHO meno, ceMaHTHKA €ro >Kecta roMoraeT Kak-TO CUM-
BOAMYECKM pPa3pelinTh 0e3bICXOAHYIO CUTYaIMIO: eAMHCTBEHHO
BO3MOYKHBIVT BBIXOA B «T€POMYECKOM» YCUAMM TTAPAAOKCAAMCTA —
«CNAAOCTPACTHO 3aMepeTh B MHePLMM», BHYTPEHHE He OCAd-
Onsist AylIeBHOro HarpspkeHusl. « TenecHoe HepestHME», TTOYTU
nopo6Hoe cmepTu («3amebpemvy Kak «ymupamv GhemeHHO»,
nmo B./\an), compoBOKAAeTCsl MapapOKCanbHLIM  AVIIEBHBIM
HaIpspKeHMeM: «CAaAOCTPACTHO 3aMepeThy» — 3HA4YUT, ONJYTUTh
CBOIO TEAECHOCTb B MAaKCMManbHOM CTeleHM, KaK U MCKOMOe OT-
qy>kAeHMe oT Mupa npupoAbl. CBepeHMEe K KOMUYeCKOMY abCypAYy
AOCTUTAETCST M YMCTO TEAECHOM MAACTUKOM, AOOaBAEHHOM K ITOV
rnapajpokcanbHou Gopme MeTadU3UYeCKOoro IMpOTecTa: aHTure-
pon 3amupaem «ckpeskema 3ydbamm». VIHTEHCMBHOCTL KOMMUe-
CKOTO B 3TUX AOCTATOYHO PEAKMX TeAEeCHDBIX AEMCTBUSIX — OUMBCS
207106011 0 cCmeHY, ckbexxemamb 3y6amu — 3TO XYAOXKECTBEHHDIN
aAeKBaT MHTEHCUBHOCTY AYXOBHOI'O CYIJeCTBOBAHUS CyObeKTa.

Vxop anmuzepos OT BAACTM 3aKOHOB INPUPOABLI UM KOHIJEH-
Tpanusl Ha TeNeCHDBIX (IIPUPOAHBIX, TIO CYTH) TMEPEKUBAHUSIX —
CPEeACTBO COXPAHEHMsI CaAMOCTY M VMHTEHCUBHOI'O TIPOKMBAHMSI
cosHaums «SI» (mapapokcanbHO — Kak MMPUPOAHO-TENECHOTO CY-
IeCTBa), HO U 3Ta I1eAb — BBUAY BHYTPEHHEN aHTMHOMUYHOCTY
caMoM 3apa4M — He AOCTUTAeTCsI.

DTO MMEHHO MPOsIBAeHMEe AHTUTePONMHOCTHU B cyoskanpe. O un-
CTO TepONYeCcKON MO3UILIUN — CaAMOI'0 aBTOpa — U ero TpaHcdop-
Manuy KOHIIEMIMKU TeAeCHOCTHU MHOIO Y Ke TOBOPUAOCE.” 3AeCh 3a-
Me4y TOABKO O CUTYALUU «UenodeK nehed nuyom cmebmu» m npo-
SKMBAEMOW IMcAaTeNeM CUMBOAMYECKON «DU3UYECKON CMEPTU»
Tena, KOMIIEHCATOPHO COTIPOBOXKAAEMON HAIPSI)KEHHOV SKM3HbIO
AyXa KaK CPeACTBe COXPAHEHMSI KOCTSIKA AMYHOCTU: 3TA «TePOu-
yeckas» yCTaHOBKA MOAOAOTO /\OCTOEBCKOTO Iepea KaTOProm

5 JKusonynosa H. TenecHoCTDb B XyA0oKecTBeHHOM aHTporioarorun... C. 79—80.
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npeanonaraet (M 3K3MCTEHMANBHO OCYIJECTBASIET) ADYroe, He-
aHTUTEPOJTHOE, CMBICAOBOE COOTHOIIEHME JXM3HU Tena M >KU3HU
Ayxa.

Anst anmuzepos, HaIPOTMB, HAMBBICIINI MOMEHT HeCBOOHO-
ABI — 3TO PACXOKAEHVE AYXOBHOI'O ¥ TEAECHOTO B OTIMCAHUM 3y0-
HOM 60AM, B KOTOPOM Kak pa3 U IMPOSIBASIETCS «BCSI 3aKOHHOCTD
IIPUPOADLI», C OAHOW CTOPOHDBI, ¥ GECCMBICAEHHOCTDL (B acriexTe
OHTOAOTMM) IIPOXKMBAEMDBIX CYOBEKTOM TENECHBIX CTPAAAHUA,
OCMBICASIEMDIX KAaK YHU3UTENbHAS AASI CO3HAHMSI 6eCI]eAbHOCTD.

TenecHoe 1 TEAECHOCTb MOTYT «3asIBASITL O cebe», obo3Havast
IUIepCEMaHTUYHDbIE OTPE3KM CIOKeTa, KOrAa oHM (varje KOMM-
YeCKY ) TTPOTUBOCTOSIT APDYTUM [MAACTAM AMYHOCTU — AYXOBHOMY
M AYIIEBHOMY B aHTUrepoe. B croskeTnke « 3arnmcok n3 rmoAoAbs»
[TIOCTOSIHHOV 4Y€PTOM, KaK y)Ke YIIOMMHAAOCH, CTAHOBUTCSI paC-
XOXKAEeHMe HaMepeHMsI M MOCTYIKAa BCAEACTBME HEIOAYMHEHMSI
TENAECHOTO CYIecTBa MapapOKCaAMCTa €ro BONEBOMY YCUAUIO.
PacxosxpeHye TeneCHOro ¥ AYXOBHOT'O B OTHOINEHUSIX C PEAABHBI-
My \pyrMu BO BTOPOW 4aCTU IMOBECTH, KAK Y3Ke OTMEeYanoch, AO-
CTUraeT CBOEro MpeAeAd, YTO MPOSIBASIETCS] B PSIA€ OAHOTUITHBIX
CIOJKETHBIX CUTYaINA.

I'ay6oko cumBoamvHOM (M Hambonree YCTOMYMBON, MHBAPU-
aHTHOV) YePTOM AHTUTePOST UCIIOBEAV, HATIOMHMM, CTAHOBUTCSI
PACXOKA€HVE AYXOBHOI'O M TEAECHOIO B YYBCTBE IPOTUYECKON
n06Bu. B mpeane oHa mpeacTaBasieTCs] CYODEKTY MHTErpupyIo-
e CMAOJ — Kak IOAHOE BOIAOIIEHVE BCEX CNOEB UAM CTOPOH
€ro AMYHOCTY, KaK MOAHOTA €ro dK3UCTEHMANBHON caMOpeanm-
3augun. HeocymecTBMMOCTD 3TOV MANIO3UM BO BCEX MCCAEAOBAH-
HbIX V{2 — Hanbonee ApamMaTMYeCKMUI AMM30A B CAMOCOYMHEHUN
anTurepost. B «3ammckax 13 MOAMOABS» 3TO PACXOKAEHME TPO-
SIBASIETCST B PA3APOOAEHMM AMYHOCTM Ha M3OAMPOBAHHDLIE ADYT
OT ApYyra, CyljecTBYIOIMe He3aBMCMMO CTOpPOHLL. Tak, medrae-
Mast IOAHOTA XXM3HM B CTPACcTHOM At06BU «Ha 03epe Komo» (Boc-
[TONHSTIONAsT CKYAOCTb AaKe TPY0O0-TeNeCHOrO OIbITa B PeanbHOM
SKM3HY [TapajOKCaNUCTa ), MUAUAAUSI AFOOOBHO-CEMEMHBIX OTHOLIE-
HUI B UCITOBeA-CcOOAa3HeHM /\M3bI M OAMHOKME MEeYTBI 00 yIo-
A06aeHMM XPHUCTY B AYXOBHOM ITOABUTE IIPOIEHMST M BO3POXKAE-
Hust mapmrert (repep mpmMxoAoM /\M3bl), ¢ OAHOV CTOPOHBI, IPO-
SIBASIFOT «AOCTYITHOCTBY» €ro CO3HAaHMIO MAEANDHBIX CMBICAOBBIX
[IAACTOB OBITHSI M MPUAAIOT €MY «CMBICAOBYIO HAITONHEHHOCTDbY
reposi-mMedrartenst. 3AeChb aPXUTEKTOHMYECKM — OH — «repomn
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B Bo3MOXHOCTM». C APYroit CTOPOHDI, CIOKETHKA TEKCTa, pea-
AMBYIONIast €ro Kak, YCAOBHO TOBOPSI, « (aHTY )Teposl B AEVICTBU-
TEALHOCTIN», YTBEPKAAET €0 ATUYECKYIO HUITOKHOCTh KaK 3HAK
«HUYTOMHOCTMU» — TIPUCYTCTBUSI MeOHa B HeM. Tak, CIo>KeTHbIe
cutyauuu BTOpout yactu VA nmoBTOPSIIOTCSI, TPOSIBASISI OAHOTUIT-
HOCTb, OTA€AEHHOCTh MAOTCKOTO OT KaKOr0-AMOO0 MUHUMANBLHOTO
AYXOBHOTO MAM 3MOIIMOHANABHOTO TIOpbiBa (ABa 3MM30Aa Tene-
cHoOVt 6amsocTy ¢ \m3zon).

PacxoskpeHne TenecHOro M AYXOBHOTO U 0COOEHHO He3aBUCH-
MOCTDb TENEeCHBIX [TOPLIBOB dHMU2epOst OT APDYTUX CTOPOH AMYHO-
CTU — He TOABKO 3HAK «TPEXOBHOTO Pa3ApOOAEHMST», HO 1 He TTPO-
MBICAEHHAST MM AO KOHIIa ¥ TPYAHO TIOAAQIOIIASICST pAIIMOHAAM3A-
MY CTUXMST GU3NYECKON KM3HU TeAd, B MMAEHY KOTOPOW MOYKET
0Ka3aThCsl YenOBeK. IJTa CIOXeTHast cuTyanusi («0 CBOMCTBAx
CTpacTm») MPakTUYeCKM HUKOTAA He peaamsyercst B MA, tax
KaK CTPOEBbIE YePThI aHTUTEPOsI (ACTeTUYecKast pearnsarmsi ero
TENECHOCTH ) TPAHCHOPMUPYIOT ee XapaKTePHLIM ANST CyOskaHpa
obpaszom.

XyAOSKECTBEHHAs «PEAYKLIW» TeAd K «<HUYTO»

BesycnoBHOe yTBepkKAeHME B CIOKETe «HeCcyOCTaHIIManb-
HOCTM» AHTUTEPOSI AAETCSI Yepe3 CIOKETHYIO peanmsaliuio ero
«HUYTOMHOCTMY» (IJEHHOCTHO PEIPEe3eHTUPYEMON B CIOXKeTe Kak
ITUYECKOE HUMYTOXKECTBO CyObekTa). B aHanmsmpyemon nepsoit
MA — 3710 M3BeCTHBIN 3MM30A BO3BpaleHnst \m3e poayt NpoCTy-
TYTKM, YTO YCUAEHHO aKIJeHTMPOBAHO MMapaAOKCAAMCTOM BO BTO-
PO CIOKETHOV CUTyarmm BCTpeun repoes. [lopdepKHY THIV SKecT
AHTUTEPOsI OTMEHSIET MCKAIOYMTEABHOCTD CIOKETHOM CUTYaIIUn
KaK BCTPEYM C UACAABHBIM \PYIUM, C MO7000U MAKOU OYyuwoil, KO-
TOpast MapapOKCaAVICTy KaXKeTCsI M OKa3bIBAETCST K CPOAHID.

Manto3ust AYyXOBHOV CBOOOABI aHTUTEPOSI — MeYTbl O XPU-
CTOTIOAOGHOM TIOABUTE, O TTOKEPTBOBaHUM cebst BCeM — pymiaT-
Csl BO BTOPOM 3TM30A€ OKOHYATENBHO: XapaKTepPHO ocaabaeHme,
BIAOTH AO MCYE3HOBEHMSI, CIOKETHOM COOBITUIMHOCTY B MeYTae-
MOV «BUPTYanbHOM PeanbHOCTU» MapapoOKCaaucra — € 9TOro
MOMEHTa «4Y€NOBEK B BO3MOYXHOCTU» OOABIE HE TIPOSIBASIETCS
B TEKCTe, KaK ¥ Me4Thl 0 repondeckoM. Mup ¢ ero cBo60A0M paer
3A€eChb aHmuzepol0 HEOKMAAHHYIO BO3MOXXHOCTb METAHOMM KaK
CIOKETHOTO BOTINOMIEHMSI B HOBOE KadYeCTBO, YK€ pPeann3oBaH-
Hoe TenecHo. Ho >kecT aHTHUrepost 06e3nm4mBaeT y4acTHUKOB
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rendez-vous, peAyIIUPYsI CMbICA (DOPMUPYIOMIENCST CUTYalIUU —
KaK BO3MOYKHOW «BCTPEYM C CYABOOI» («3TO MpeapHa3HavYeHO, 3TO
pox!» — 5, 150), moTeHIIMPYIONIENT BO3MOKHOCTh «OBNAAAEHMS
CMBICAOM» COOCTBEHHOVI JXM3HU U BOIIAOIIEHMSI B «CyOCTAHIIMAND-
Horo pesitens» (mo H.O. Aocckomy), — K 6aHaABHOMY «TOYed-
HOMY» JXUTEMCKOMY ITMMM30AY — MAATHONM peannsanim TeAeCHOTO
nopeiBa. COOCTBEHHO 11ei0 U MesleCHOe OKa3bIBAIOTCS 3AeCh Oe3-
pasnnYHbI K MA€€ CBOOOAHOTO BLIOOPA, TAABHOE TPETSITCTBUE —
OTCYTCTBME TAKOTO «PENEBAHTHOI'O» CMBICAOBOI'O KOMITOHEHTA,
Kak 2poc, B 9pOTUIECKON (B BO3MOXKHOCTH ) CUTYALUN.

Ha mecre Cniacurenst repoMHM — XPUCTOIIOAOOHOrO reposl,
Teoprust [To6epoHOCIIA, AMPUYECKOTO FePOST-BOCKPECUTEASI TTAA-
eyl U3 QUTUPYEMOro cTUXOTBOpeHus: HekpacoBa, — Bcex mMak-
CMManbHO IJEHHBIX ICTETUYECKM TEPOUIECKUX 0OPaA30B, AAHHBIX
KYABTYPOM M «PasbIiTPAaHHBIX» TepeA 3aMHTEPeCOBaHHBIM J\py-
MM, BOTINONIEHHBIM TEAECHO OKa3bIBAETCSI TOABKO «HUUMO» —
MeOHUYECKUI repPOVt TIOATIONBSI, HECYIIUI YEPHOTY 3CTETUYECKO-
ro HeOLITUS, PA3PYIIAONIYI0 « POMAHUYECKUIT CMBICA» CUTYaILIUN
rendez-vous.

OTMeTHM elje pas, YTO C TOYKU 3PEHUS TPOOAEMBI TEAECHO-
cTM 2poc — KaK eAMHSIIAS, CBSI3YIOMAsl CMAQ, IJeHHAs 3CTETH-
YeCKM — VIPPENEBAHTEH CIOXKETY CYAbOBI aHTUTePOsT, AaKe eCAU
IPOTUYECKOE M MTPOOAEMATUZMPOBAHO B €r0 CO3HAHUM (IPOTUIM
NIOOGOBHBIX MEYTAHUIT ITapapokcanmcTa «ua ozepe Komo» ) u/mnan
orpeAensieT ero TenecHoe OpiTHe. B cy6GskaHpe 3TO HMBeAMPOBaA-
HME 3POTUYECKOTO SIBASIETCS AOMUHUPYIOIIEN YEPTOM aHTUTe-
POVMHOCTY B IIEAOM — CP. aHTUIPOTU3ZM OONBITMHCTBA « NFOOOBHBIX
3MU30A0B» MiccaepyeMbix MA.

DyHKIMS mena 30eCh CKPLITO MapaAOKCaNbHA: €CTECTBEHHDIN
KOMITOHEHT 3POTUYECKOr0, OHO HAAEASIETCS CUMBOAUYECKUMMA,
MAEOAOTUYECKUMU U TIPOYUMU CBOVCTBAMM, KPOME BBICOKOIIEH-
HOT'O 3CTeTUYeCKM NpucyTcTBus 3poca. Teno BHe spoTnveckoro
KOHTEKCTHOTO OKPY>KEHMST COXPaHsSIET M, BO3MOYXHO, YCUAMBA-
€T CEeMaHTMKY OTAEABHOCTM, T'PAHUIIBI, MPErpakAaronienn MmyTh
oT uzonsnu «5I» K HoBoM cBoGOAE ObITHSI, K «VIbI».

JApyroe rpersitctBue K CBOOOAHOMY TBOPYECKOMY CAMOCO-
YMHEHUIO B aHAAM3UPYEMOW CUTyarmm — MabAoOHHBIE POPMBI
UTPOBOTO MMOBEAEHMS, BOCTIPOUM3BOAUMbBIE AHTUTEPOEM CO 3ABIM
HaMepeHVEeM: BMECTO CBOETO HOBOT'O, TOTOBOT'O POAUTLCSI «51»
AHTUTePOV UCITONB3YET KITYCTYIO 000N0UYKY» cebst (yHMKEeHHOro
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ToBapuimamMmu M 6eCCUNBHOTO OTOMCTUTH) M3 MEPBOTO IMMU30-
Ad, CO3AaBasT IK3UCTEHIIMANBHYIO [TOAMEHY, B 9TOM CMbICAE —
cuMyAsKp (yM) Kak AOSKHOe TTIOA0OYEe HOBOTO «S1» — 1 yHMYTOKA-
€T HOBBIM CMBICA cuTyaruu. Teno B TaKOM cAydae — TOXKE AUIID
MHCTPYMeHT oOpaTHoM TpaHcdopmanmuu B Huumo. MexaHmuctmny-
HOCTbH KM3HEMOBEAEHMST YTBEPIKAAETCS 3A€Ch B NTOHOM CcaydUae:
¢GopmMbI CBOOGOABI KaK CAMOCOYMHEHMS TT0 3aKOHAM KPAaCOTBI-
BAEYEHMSI-AOATA — OKa3bIBAIOTCSI PABHO HEAOCTYITHBI.

TeaecHocTh 1 MeTadOPEHI
caMouAeHTUPURAIUNA AHTUTEePOST

Hacexkomoe, KOTOpBIM «He cyMen cAenaTtbest <...> MHOIO
pa3 xoren caenarncs <...> Ho paske m aToro He YAOCTOMACS
(5, 101) mapapokcanucT, akTyanmMsupyeTr MmpobaemMy Tene-
CHOTI'O acIleKTa HeraTMBHOM CBOOOABI B COOTHOLIEHUM C UAEEN
TBopenust. «bonmosHs» aHTUrepost He OOBSICHSIET AO KOHIIA,
MoYeMy OH He MOXXeT BOIAOTUTBLCSI B HUBIIMI TUIT TBAPU —
He xuTtencku, a meradopudeckr. Cama ero putTopmuka B 3TOT
MOMEHT BBIAEASIET «TAOOANBHBIE» DIIMCTEMONOIMYECKME ACTIEK -
TBHl TPOOAEMBI: ITPEXXAE BCEro OH — YMHee Gcex, ITO 00ne3Hb
<.> CAUMWKOM CO3HABaAMbL <.>, 3AKOHbLL YCUJIEHHO020 CO3HAHUS
pasnararoT CUCTEMY OOBIYHBIX «YCTOWMYMBBIX» ITpeACTaBAe-
HU «BEAHOTO CO3HAHMSIY, TAK YTO nhedMem ynemyuusaemcs,
MPUYMHHO-CAeACTBEHHDbIE CBSI3M COOBITUI SKM3HM PYIIATCSI, [1O-
UCK nepEoHAUANLHBIX NPUUUH BAEYET 3a COOOM NPUUUHY ewye
nepsoHauanvHetl, u mak danee 8 6eckoneunocms (5, 107—108).
AMYHOCTD TTapapoOKcanmcTa 3AecCh MPaKTUYeCcky «pacTenecHm-
BaeTCs» U Ae3aByUPYeTCs, U3 CyObeKTa IMO3HAHMSI OH ITpeBpa-
maeTcst B ero @yHkuio. [IpmyrHa yTpaTtsl 3TOM rpaHuIIbl MeXX-
Ay cOOOM M MMPOM — PasBOIAOIIeHUs] KaK MeTadOopUIecKomn
yTPAaThI 1esld — B MOTAOIAIOIeN BCé CAOU AMYHOCTU CIIOCO0-
HOCTU K OecKOHeYHO! pedaeKkcrn ObITHUSI, He AAIOIIeN «OIAOT-
HUTBCST» B AIOOYIO 13 BO3MOSKHBIX «TOTOBBLIX» dopm. Mexay
TeM HaceKoMoe, KaK M3BEeCTHO, — MeNOPATUBHOE OlpeAeneHNe
yenoseka Meducrodenem, roroBbIM BCTYIUTDL B TsKOY ¢ ['o-
cnopom borom o ayme mn cyapbe @aycra. AHTUTEPOT 3A€eCh
OKa3bIBAeTCsI TeNeCHO He MoAuYMHeH HM Dboskeckomy, HU AbsI-
BOABCKOMY 3aMBICAY (AAST HETO — YMBICAY), B TOM CMBICAE
OH — «YUCTBIVY GAXTUHCKUI cdUudemens U cyous Mupa, B KOTO-
poMm rpebObIBaeT.
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B acriexre cBoOGOADI OT Tena anturepon He JVoB, a, ycAOBHO ro-
Bops1, «aHTn-MoB».° MOB MCOBITBIBAET CBOIO «3ATMMCTEMOAOTIYE-
CKYI0» CBOOOAY — BEPUTH UAM HE BepUTH ['OCTIOAY; Meno kak uc-
TOYHMK cTpapaHuit («npokasza nomasn») sIBASIETCS] BaKHENMIINM,
YCNAOBHO TOBOPSI, KOHTOAOTMYECKUM aPTYMEHTOMY» B 3TOV «TSIKOE
0 AyIe» repost Ha ero myT boronoszHaHmst.

®DaxTryeckast «pa3BoNAOIIEHHOCTDY dHMUzeDOsl IPOSIBASIETCST
B aOCOAIOTHOM HEBO3MOXXHOCTU YIIOAOOUTBCSI MeTadpopuvyeckun
UAUM YCBOUTDL CMBICAOBYIO TO3UIIUIO AYXOBHOWM cBOoOoAbl MoBa;
COOGCTBEHHOE Meslo He PacCMaTPMBAETCsl M CO3HATENBHO HE aHa-
AMBUPYETCs] aHTUTEPOEM KaK «TOYKA IMPUAOKeHUs» npaen boske-
CTBEHHOTO MMUPOYCTPOMCTBA. McKkAroYeHMe 3AeCh, MOATBEPKAA-
forjee Oecco3HaTeNbHOE MPOSIBAEHME HEraTMBHOM MAEM Teaa, —
MIPUCYTCTBUE CYNECTBEHHOTO «(aHTOMHOIO MpU3HaKay — 6oan
(nycmo 6onum) xaxk aano3un Ha 6yHT TpoTuB TBOpIA, a TakKe
HeraTuBHasi pedAEKCHUsT CBOEV BHEITHOCTU TOAMTOABHBIM Mapa-
AOKCAMCTOM («OOBEKTUBHO AAHHOE» €MY «NO0070e GbipaKeHue»
nuya) — Kaxk AMd@epeHINpPYIoNasi ero CMbICAOBYIO TTO3UITUIO
ot VoBa «mpoxasa Aymm».

TenecrHocms B cyOkaHpe MCIIOBEAV aHTUTEPOSI OKA3LIBAETCS,
TakMM o6PaszoM, CEMaHTUYECKM He MeHee 3HAYMMBIM IAACTOM,
YeM YPOBEHb AYXOBHOW aKTMBHOCTU CYyODhEKTA TEKCTA.

5 JKusonynosa H. Tenecnocts B xyposkecTBeHHOM aHTpornoaorun... C. 88—90.
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«APOMATIOOTUKA» B XYAO’>KECTBEHHOM MMPE
IMTPO3bI AOCTOEBCKOI'O

Crienyidpmka onbGakTOPHONM COCTABASIIONIEN MO3TUKK \OCTO-
€BCKOT'O MePUOAVYECKN TIPUBAEKAET BHMMaHMe CCAeAOBaTeNeN,
OAHAKO TOT MHTEPEC UMEET XapaKkTep AMOO CEAEKTUBHBIN, KOTAA
paccMartpuBaeTcst oaAuH TekcT (daige Bcero «IIpecryrnaenme u Ha-
KazaHuey ), AMO0 KOPIIOPATUBHBIN, KOIAA MHTEPIIPETATOPLI Ae-
MOHCTPUPYIOT PAa3HYIO CTelleHb YAAAeHHOCTU OT AUTePaTypOBe-
A€HVS M pemaloT uHble 3aAa4n.' Bo3MOXKHO eAMHCTBEHHAsI, XOTSI
M AaneKko He OeCCriopHasl 1Mo pe3yAbTaTaM MOIMbITKA CUCTEMHOIO
aHanM3a XyAOSKeCTBEHHOT'O MYpa nycarensl B yKa3aHHOM aclleKTe
npeanpuHsiTa B ctatbe O. KymanHon, onyOAMKOBaHHOM B ABYX-
TOMHUKE « ADOMATBI U 3aMaxy B KyAbTYpe».” BripoueM, 11ennijt psip
BecbMa NOOOTBLITHBIX HAOAIOAEHIIT ObIA CAENAH B CBOE BPEMsI ellje
n \. B. KapaceBpim.®

MeskAy TeM BHUMATENBHBIN Y HEMTPEAB3SITBIN aHANU3 AAHHOTO
KOMITOHEHTA MO3TUKYU /\OCTOEBCKOTO MOKET BBISIBUTH, KAK MTPEA-
CTaBASIETCSI, LJEABI PSIA BECbMA 3HAYVMMBIX ITPU3HAKOB U 3aKOHO-
MepHOCTEeN.

Cpasy >xe cnepyeT OTMETUTB, YTO KOAMYECTBEHHOE CpaBHe-
HJ€e C COTIOCTABUMBIMU KOMITOHEHTAMMU, K TIPUMEPY, MAPKUPOBKOV

! Cm., nanpumep: Knumosa C.M.Arnorpadpuyeckue 3neMEHTbl pPOMaHA
®. M. Nocroesckoro «Bpatbst Kapamazosb» // Yenosexk. 2002. Ne 6. C. 157—165.

2 Kywnuna O. OT choBa K 3amnaxy: pycckasl AUTepaTypa, MpoYuTaHHasi HO-
com // Apomarsl u 3araxu B kyabtype. M., 2003. Ku. 2. C. 66.

3 Kapaces /1. B. O cumBonax Nocroesckoro // Bomnpocsl dunocodpum. 2002.
Ne 10. C.90—111.

© A.H. Hemunymm, 2011
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1JBeTA AU 3BYKa, KaK B PAHHEV, TaK U B 3PeNOV TpO3e mucaTenst’

B [€PBOM TPUOAMIKEHUM CBUAETENBCTBYET O IepudepuimHoOCTI
ONb(PAKTOPHONM CUCTEMBbI 3HAKOB. /\ake B paHHMUX, CBSI3aHHDIX
C TPAAMIIUSIMU «HATYPANBHOM MIKOABD ONbITax /\OCTOeBCKOro 3a-
Maxy M apoMaThbl YIIOMUHAIOTCSI KpanHe PeAKO, OTCYTCTBYET UX
pas3BepHyTasi HOMEHKAATYypa UM Ipapanusi, a U3 ISITU TTOCAEAHUX
POMaHOB B TpeX CAy4Yasix aKkTyanusalnuu AAHHOWM cdepbl BOBCe
eAMHUYHbI. DTO HAONIOAEHVE TTOATBEPKAAETCS M AAHHBIMM CTa-
TUCTUYECKOTO cnoBaps si3pika J\octoeBckoro.’ Tak, Hanpumep,
CNOBO «apoOMaT» M €ro BapMaHT «aPOMATHBIN» BO BCEM KOPITyCe
MPO3bl MMcaTeAs yIioTpedneHbl Bcero AecsiTh pa3. OAHAaKoO Xopo-
10 M3BECTHO, YTO B XYAOKECTBEHHOM TEKCTe KOAMYECTBEHHBIN
rokKasaTeAb AaAeKO He BCeraa MMeeT peliaollee 3Ha4eHre, MOXKeT
BKAIOYATBHCSI TAK HA3BIBAEMBI « MUHYC-TIpMeM» (Kak ero ormpeae-
ama FO. M. NotmaH), T.e. cAydan, KOTAA OTCTYITAE€HME OT MBICAU-
MOV CpeAHEeN HOPMbBI yIoTpeOAeHMsT He YMeHbIaeT, a, HalpoOTUB,
yBEAMYMBAET 3HAYMMOCTD KAKOT0-AMOO0 3NeMeHTa [T0OBECTBOBAHMSI.

KadectBeHHbI1 aHanms oabdakTOPHOI'O CerMeHTa MO3TUKU
JOCTOEBCKOrO CBUAETENBCTBYET O ITPOSIBAEHUM ellle Ha paHHeM
3Tare ero TBOPYeCTBa AOCTATOYHO YETKO CTPYKTYPUPOBAHHOW,
OUITONSIPHOV B CBO€VT OCHOBE MOAEAN.

Tax, HanTpuMep, y>ke B AeGI0THOM M AOCTATOYHO 0O'beMHOM PO-
maHe «bepHble AtoAM» \OCTOEBCKMIT BeCbMa CKYIIO, yCTaMM CBOe-
ro repost obo3zHavaeT cepy 3araxoB U ApOMATOB. XapaKTePU3ysi
B 44CTHOCTU MeCTO cBoero HoBoro oboutanmst, Makap JeBymikma
Cco00IIaeT CBOEN KOPPECITOHAEHTKE:

«Y Hac PaCcTBOPUAM OKOIMIKO; COAHDBIIIKO CBETUT, IMNTUYKN YMUPUKAIOT,
BO3AYX ABIIIUT BeCeHHMMY apomartamu...» (1,14).°

Heckoabko nosske, konkpetusupyst o6cranoBky «Hoesa koB-
4yera», OH xe yBepoMasieT Bapenbky \o6pocenoBy:

«... 3arax AypHOV’L.. OAHMM CAOBOM HEXOPOMIO. <...> KaK-TO <...> AYIII-
HO, TO €CTb HE TO YTOOBI OHO MaXNA0 AYPHO, a TaK, €CAM MOXKHO BbIPA3UTD-

4 O 3HavueHun gBeTa 1 3ByKa B XyAOKEeCTBEHHOM MUpe AOCTOEBCKOI‘O cm.: Cono-

6ves C. M. Vzo6pasurenshbie cpepcTBa B TBopyectBe D. M. Nocroesckoro. M., 1979.
5 Iauxesuu A. 5., Anoprowerko B. M., PeGeyras H. A. CratmcTndeckmit chro-
Bapb s13b1ka \ocroesckoro. M., 2003.
6 Nocmoesckuit @. M. IToaH. cobp. cou.: B 30 1. \., 1972—1990. 3aech 1 panee
CCBIAKM HA 3TO M3AAHME B TEKCTE C yKa3aHMEM TOMA M CTPAHUIIBI; KYPCUB B [JUTa-
tax mot. — A. H.
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Csl, HEMHOT'O THUAOW, OCTPO-yCAAJeHHbIN 3arnax Kakom-to. <..> Y Hac
YYKUKM Tak u MmpyT™ (1, 22).

Ha nepBbiit B3rasip B 3Tux pparMeHTax HeT Kakom-an6o oco6o
3HaumMmont uHpopmanuu. boaee Toro, 3aech COBEpINEHHO OYEBU-
A€H CUTYATUBHDINM, OMUCATEALHDIV, COIIMAABHO-OBITOBOI aCMEKT:
aTmMocdepa neTepObyprckoro AOXOAHOTO AOMa BPSIA AV MOTAA ObITD
mnuort. O6parnjaet Ha ceOst BHUMAaHMe, OAHAKO, TO, YTO U B AANbHEV-
IeM peAKMe YIOMMHAHMS O KaKMx-nMbo 3armaxax MoMeljarTCst
B ITPEAEABI OIMO3UIINY «ONaropacTBOpeHEe BO3AYXOB» — AYPHO,
MepTBSIIMI, THUAOCTHBI apomat. Kakmne-To onbdakToOpHBIE HIO-
aHCBI OTCYTCTBYIOT HauncTo. CTOAB 5Ke OornpeAeAreHHA apoMaTuye-
ckast maaurpa B «3anmckax u3 MepTBoro pomay, rae KBa3ubbITO-
Boe onvicanue arMmocdeps! (B Y3KOM CMBICAE ITOTO CAOBA) Kasap-
Mbl MAM KATOPKHOVM OaHU «ANMHHASI, HM3KAsT M AYITHAST KOMHATa
<..> ¢ TspKeAbIM yaymaomum 3anaxom» (4, 10); «yap 1 KOnoTny
(4, 10), «ruunovt, yaxorounoin» (4, 165) u T.A. He 3aMbIKAETCSI
MMEHHO Ha KM3HEMOAOOHOM OMMCAHMM, HO BOCXOAUT K MHBAPUAH-
TY AaHTOBCKOrO apa.” Heuro npuHIIMnmmanbHO CXOAHOE OOHAPYKM-
Baetcst B noBecTsix «Hertouka HeszanoBay, «ManeHbkui repo,
pomane «benvle Houm». Hapo, opHaKo, MMETh B BUAY, YTO 1]€ABIN
PSIA TaKMX paHHMX TeKcToB JAocTtoeBckoro, kak «['ocriopmnu Ipo-
xapunny, «Xosska», «Ceno CTenaHYMKOBO M ero obutaTenm,
pomaH «benble HOUM», BoOOIIE «Oe3yxXaHHbLY, B HUX HET HUKAKUX
MPSIMBIX HOMMHAIIMH 3a1aX0B M apOMAaTOB.

Emre 6onee onpepeneHHO KOHTYPDLI BLIAEAEHHOV MOAEAU 3a-
SIBASIIOT O cefe B XyAOKECTBEHHOM MMPe MOCNEAHUX IISITU poMa-
HoB. HanbGonee BHsITHO cama cdepa onbdakimm mpeacTaBaeHa
B «IIpectynnennn u nHakazaumm» un «bpartbsix KapamazoBbix».
B nocaepHeM cayyuae oco6ast 3HAYMMOCTD «aPOMAITOITUKI BbIAE-
neHa aBTOPOM KPOMe TOTO €ellje ¥ B Ha3BaAHMSIX COOTBETCTBYIOMINX
raaB («J1 Ha uncTom Bo3ayxe», « TAeTBOPHDBIV AYXY ).

Vike B 1epBOM pOMaHe «IISITUKHVKUST» HeraTMBHAs KOHHO-
Tarysi, CBsI3aHHAsT C «APOMAITOATUKOI», 3aSIBASIETCSI B «CEMaH-
TUYECKOM [TOAE» CKBEPHBIX 3AMMAX0B NEKCEMOI «CMEPAUTY», BBE-
AeHHOM B KOHTeKCT «lIpecTyrnneHus m HakaszaHMUs» KaKk 4acTb
IUTATDI U3 €BAHTENBCKOW MMPUTYM O BocKkpeciiem /\azape. Bapu-
aHTaMM AaHHOTO OTIOPHOTO MOHSITUSI CTAHOBSITCST YITOMMUHAHMST

7 Bnpoqu, Taxkoe ollpeAeneHre IIpOCTpaHCTBa AdeT M caM pacCKa34duk,

HO cKOpee B MPOGaHHO-OLITOBOM CMBICAE: «...5I AYMaA, YTO Mbl BOIAM B ap» (4, 98).
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O pa3HOOOPa3HBIX IIPOSIBAEHUSIX BHEIIHEro 110 OTHOIIEHUIO
K TMepPCOHaXy MMpa, CBSI3AHHBLIX C TPAHCASIIMEN COOTBETCTBY-
fOIlero 3araxa: «ocobeHHast neTHsIsT BOHb» Ha yauile (6, 6);
«C AeCTHUITBI HECAO BOHDBIO» (6, 22); «HECAVICh BONHBI TaGaYHOTO
AbiMa» (6, 22); «A0 TOMHOTBI 6GMAO B HOC <...> KPACKOV Ha TyX-
nont onmde» (6, 75) u .. Eme paz ormetum, 9T0 MoA0HGHOTO
POAA axKIiJeHTbl Ype3BbIYaHO PEAKM B 3TOM M APYTUMX TeKCTax.
W Anr031s1 5Ke MOCTOSTHHOT'O TIPUCYTCTBUSI, KOTOPOV TTOAAAIOTCSI
He TOABKO YUTATeAM, HO U MCCAEAOBATEAU, TOPOXKAAETCS TEM,
4TO A\ OCTOEBCKUIT UCTIOAB3YET MOAOOHDbIE 3HAKM B MOMEHTDI «I10-
POT'OBBIX» COCTOSIHMI MMePCOHA’XKa, KOTOPbie MPOBOIIMpyeT 000-
CTPEHHOCTb BOCITPUSITUSI MUPa BooOIje. 3acAy>KMBaeT 0COOOTO
BHMMaHMsI TOT PAKT, YTO reHepPUPOBAHME YITOMUHAHUN O CKBEP-
HbIX 3araxax kak B «[Ipectynaenvn u HakazaHum», Tak U B Apy-
I'MX pOMaHaX «ISITUKHMKUSI IMPAKTUYEeCKM BCerapa CBsI3aHO
¢ n3obpakeHreM UAM MOAENMPOBAHMEM 3aKPBITOrO MPOCTPAH-
crBa (KOMHATa, AeCTHUIIA, AOM, ABOP-KOAOAEI]), YTO OOBSICHSIET
HanM4ye HEKOEro CEMaHTUYEeCKOTO «3CKOPTa», KOTOPDIV CBsI3aH
C IIPUCYTCTBMEM, CTPOI'O TOBOPSI, HE HeCcyIero cO6CTBEHHO OADb-
¢$aKTOPHOTO CMBICAA MOTUBA CIIEPTOCTU ATMOCHEPHI U AYXOTHI.
Buanumo, He cryyartHO B KpUTUHYECKUX UAM KPUBVCHBIX CUTYaI|U-
SIX TIePCOHaXkM \OCTOEBCKOTO OIYIAI0T OCTPYIO HEXBATKY BO3-
Ayxa Anst ApixaHusl. VicchnepoBaTensiMu yske HEOAHOKPATHO OT-
MeYanoCh, YTO MAESI CMPAAa B TPAAUIIMOHHOM KYAbBTYPHOM KOH-
TeKCTe HeceT B cebe NMPU3HAK CBSI3M C AYPHOM CTOPOHOM MUDPA,
€ro HM>KHEeM, XTOHMYECKOV, CATAaHMHCKOM, aACKOM, I'PEXOBHO
chepon.’

CemaHTHKa >Ke OnaroyxaHusl, HAaIIpOTUB, COOTHECEHA C VIAeeN
BBIXOAA U3 «IIPOCTPAHCTBA 31a», CIIACEHMSI U Ad>Ke HEBOIIAOIeH-
HOTO MAeana, YTo MPUCYTCTBYET U B YIIOMsIHyTOM pomaHe. Hau-
Oonee pa3BepHYTO AAHHAsI MHTEPIIPETAIIMS [TPEACTABAEHA B ATN-
30Ae cHoBUAeHMs1 CBUApUTannoBa HaKaHyHe caMOyOuyicTBa:

«bBorarpiit, poCcKOIHBI depedeHCKUL KommeoK <...> BeCb 00pOCIINA
QYWUCLIMU KAYMOAMU 4BemMOo6 <...> KPBIABIIO <...> 3aCTaBAEHHOE TPsI-
AaMM PDO3; CBETAAs, IPOXAAAHASI AeCTHUITA <... > oOcTraBnaeHHast pPeAKMMU
nBeTamMu B kutanckmux 6ankax. OH oco6eHHO 3aMeTA B 6aHKaxX C BOAOM,
Ha OKHax, OYKeTbl 0eAbIX M HESKHBIX HAPLIM30B, CKAOHSIIONIMXCST HA CBOUX

8 /lesuncon A. IloBcroay vem-tTo maxHeT // ApomaTsl M 3amaxy B KYAbTY-
pe. M., 2003. Ku. 2. C. 23.

227



Apraoutt Hemunyujutl

SIPKO-3€NE€HDIX, TYYHDBIX M AAMHHDBIX CTEONSIX C CUNLHBIM aPOMamelM 3a-
naxom. <..> ITonbl GBIAM yCBINAHBI CBEXXEK HAKOIIEHHOI OYUUCHOI
TPaBOJ, OKHA ObIAV OTBOPEHBI, CBE KU, 1e2KULL, NPOXAOHLLI 6030YX IIPO-
HUKaA B KomHaTy...» (6, 391).

ITpucyrcrByromas 3aech ceMaHTHMKa OTKPBLITOTO ITPOCTPaH-
CTBa TaK>Ke Ype3BblYariHO Ba>KHa.

IIpumeuaTenbHO B 3TOVI CBSI3Y, YTO COBPEMEHHASI TEOPUSI BOCIIPUSI-
Tust 3anaxoB MoHkpudda-IviMmypa BeIAeAsiET CeMb TAK HA3bIBAEMbIX
TIePBUYHBIX 3aIaxoB: KaM(pOPHBIV, eAKUN, 3(PUPHBI, 1JBETOYHBIN,
MSITHBIV, MyCKYCHBIN ¥ THUAOCTHBI ( BCIOMHVMM 3A€Ch OIMCaHNE CBO-
ero sxuanma NeBymkuapiv ). CMemBaHme MePBUYHBIX 3AIAX0B AdET
MX ChO>KHBbIe Bepcyy. Kak ocHOBHBIE, TaK M CAOKHBIE aPOMAThI OKa3bl-
BalOT pa3Hoe BAMsIHME HA CO3HaHMe (M MoAco3HaHue ) yenoBeka.? Yo-
MsiHy Tble BO cHe CBMADUTraninoBa 3anaxy po3, HapLMCcCOB U CBEXECKO-
IIIEHHOW TPaBbI CIIOCOOHBI C TOYKM 3PEHUST AAHHOW TEOPUM 0Ka3bIBATDb
aHTHMAEIpeCcCBHOe Bo3AencTBue. Pasymeercs, B TakoM (dakrope
BO3AENCTBMS HE MOXKET OBITb EAMHOTO CTAHAAPTA, BOCIIPUSITYE 3aria-
XOB — TIPOIJecC B 3HAYMTEABHOV CTEeIleHN MHAMBUAYANLHDIN, HO CBSI3b
nonbITok CBUAPUrayinoBa BLIPBATBCS KAKMM-AMO0 00pa3oM U3 aACKO-
ro Kpyra, B KOTOPOM OH 0Ka3ancs, 1 0O0HSIEeMON MaAUTPbl apOMAaTOB
TIPEACTABASIETCS] AOCTATOYHO OYeBMAHON. BripoyemM, Kkax ys>xe oTMeya-
NOCb, BbIAEAEHHAsT OMHApHASI OIIO3UIMS He AuieHa Y JA\OCTOeBCKOro
ocnrokHsIomMx MoMeHTOB. C0o3AaBast MHBADMAHTHYIO MOAEND, aBTOD
MIPOM3BOAUT PAa3HOOOPA3HDbIE MAHUITYASILIY C €€ IAEMEHTAMMU, BIIAOTD
AO TTOAHOV B3aMMO3aMEHSIEMOCTH; AMHAMMKA [TPOTUBOPEYMI 1 6Gope-
HUY BHOCUT CBOM KOPPEKTUBBL. Bo-1epBbIX, rpaHniia MexAy chepamm
«aACKOTO», AbSIBOABCKOTO U «boskbert 6naropatny,'” MapKMpoOBaHHASI
B TOM YMCA€ M HA PACCMATPUBAEMOM yPOBHE, 0OHAPYKMBAET AUIIb OT-
HOCUTEABHYIO HEIPOHMIIAeMOCTb. JOCTATOYHO YAaCTO IPOSIBASIETCS
M CEMAaHTMKA CMEXKHOCTH, AaKe B3aVMMHOTO IPOHMKHOBEHMS], Ka3a-
NOCD Obl, MTOASIPHBIX KaTeropuit. Tak, ckaskeM, sIBHO He CAYYayHO yII0-
MyHaBIneecs BupeHre CBUADUTANAOBA 3aBePINAETCS AMIIe3PEHMEM 3a-
ryOAeHHOV UM AeBOYKU-CAMOYOUIIILI, AesKaleyi B 'po0y ¢ BEHKOM PO3
Ha ronoBe (MMIAMIIMTHOe yKasaHue Ha pavickui cap). Ho 3pecn sxe
KOCBEHHO 3asIBASIETCSI M MHOW OAb(PAKTOPHBII MOTUB — HeM30eXKHO

9 IImetnbax X. 3., Enerncruil B. Y. TIcuxonorust sk u3BHEHHOTO TIPOCTPAHCTBA.
CII6., 2004. C. 199—200.
10 Bannen Pobepm /\. Crpyxrypa «bparbes Kapamazospix». CII6., 1997.

C. 48—-63.
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BO3MOJKHBIVM 3ariax TA€HUsI MepTBOM IMAoTu. B duHane xe pomaHa
«VAMOT» IPUCYTCTBYET BOCCO3AAHNME CAOXKHOTO COYETAHUSI apoMaTa
11BeToB (O6yKeTOB), moctaBaeHHbIX PorosknubiM y Tena Hacracou @Ou-
NMIIIIOBHBI, 3aI1aX0B «KAAHOBCKOM SKMAKOCTIY» U TAEHUSI.

Emnre 6onee HeoOAHO3HAYHBI BADUAHTDBI COEAMHEHUST INEMEHTOB
6a30BoIT 0ALGAKTOPHON MOAeAM B pomaHe «bpatnst Kapamaso-
Bo». C OAHOM CTOPOHDI, CKaXXeM, TaKo! repcoHax, kak Cmep-
ASIKOB, OAHO3HA4YHO (KaK y>kKe OTMEeYanoch AOCTOEBCKOBEAAMM )
yepe3 ceMaHTUKY GaMUAUYM B TOM YUCAE CBSI3bIBAETCS cO chepon
ABSIBOABCKOT'O, HO C APYroMl — ero marth, IOpoAuBasi /\u3zaBeTta
CmMepasiiiast, BHE BCSIKOTO COMHEHMUST, TPEACTABASIET MHYIO cepy.
CToAab 3Ke TToKa3aTenbHO M HapyIleHMe KYALTYPHBIX M HE TONBKO
KYAbTYPHBIX KAHOHOB B CAy4Yae CO cTapiieM 30CUMO: OKMAAEMOe
Iocne CMepTU OnAaroyxaHue BOIAOIIAETCSI B K TAETBOPHOM AYXe».
OOBbEeKTUBHOCTU pAaAM OTMETUM IIPUCYTCTBME HEKOEro Ipome-
SKYTOYHOT'O PsIAQ C YCAOBHO HEMTPANBHOM CeMaHTUKOM. JeTkas
KadecTBeHHAasl aTpuOyIIMsl 3araxoB M apoOMaTOB, PeanM30BaH-
HBIX B AAHHOW 30He€, 110 3TOW IPUYMHE AOCTATOYHO 3aTPyAHEHA.
K Ttakmm oOpasijaMm MOKHO OTHECTM, HAampuMep, 3ariax MbIIe
U «4€ro-To KOKaHOT0», KOTOPbIN OIyIjaeT B HOMepe rOCTUHUIILI
CBUADPUTAVINOB, UAM APOMAT TeYeHbIX OAMHOB, OOOHSIEMbBIN B Kpe-
cthstHCKOV M36e Crenanom TpodumoBnyem BepxoBeHCKUM.

OAHaKO KOHTpACcTHAsI CMBICAOBAsI AOMMHAHTA: CKBEDHbIE 3a-
axy B 3aKPbLITOM IPOCTPAHCTBE CO CIIEPTLIM, YAYIIAMBBLIM BO3-
AYXOM U1, HAITPOTUB, — HAAroyxaronje apoMaTbl, TPAHCAMPYeMbIe
CBEXMM, TPOXNAAHBIM AYHOBEHMEM, OCTAETCSI aAKTYanbHOWM AASI
BCeX TEKCTOB /\OCTOEBCKOro.

CrieymanbHO ChepyeT OTMETUTD elje OAMH BeCcbMa XapakTep-
HBIV TPU3HAK. Pa3MbIIIAsISi O COOTHECEHHOCTY MO3TUKU ITUCATENST
C 3CTETUKOV KHATYPAABHOM IIKOABD U NP — C PeariCTUYeCKOn
XYAOXKEeCTBEHHOM MPAKTUKOI, Pa3HbIe MICCAEAOBATEAN YIKe AABHO
OTMETUAU SIBHYIO HECKAOHHOCTH /\OCTOEBCKOrO K BOCCO3AAHUIO
IMIIUPUIECKN TTOHMMaEMOro ObiTa. « BenHble pAeTanu, akceccya-
pbl, “o6cTaHOBKA” MOYTM OTCYTCTBYIOT B €r0 POMaHax», — CIpa-
BeaanBo KoHctatuposaaa H.B. Kammua." CxoaHBIT DpUMHIINAI
oOHapy>kmnBaeTcsi U B chepe «apoMarnodITUKI». JOCTOEBCKUA,
Kak nmpaBuno, uzberaet AeTanusaluu, CBSI3aHHOWM C OMMCAHUEM
TOro uan mHOro 3arnaxa. CToAb Xe MOCAeAOBATENBHO MUCATEAD

" Kawuna H. B. 9creruka ®. M. Nocroesckoro. M., 1989. C. 31.
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OTKa3bIBAETCSI OT MCIOAb30BAHMSI KAKUX-AMOO CPaBHEHUI C 1je-
NAbIO OXKMBAEHUS COOTBETCTBYIONMX aACCOLMAIMI TMOTEHIIMAAb-
HOTO peIlMITMeHTa TEeKCTa, MO3BOASIIOMMX UAeHTUOUIIMPOBATH
He3HAaKOMOe MAM Man03HAKOMOe B acliekTe OAbDAKIIMM Yepe3
6onee 3nakomoe. (OAHO 13 HEMHOIMX VICKAKOYEHMI — XapakTe-
pucTtuka apomata B pomaHe «[IoApOCTOK»: «... M3 AyKOILIKA [TaXA0
KaKMM-TO KMUCABIM M OCTPBIM 3araxom, Kakoy ObIBaeT OT AOATO
He MBITOrO I'pyAHOro pebenoukay, 13, 80). Yamnye ske Bcero mpu-
CYTCTBYeT MMHMMAaNbHO Pa3BepPHYyTAasl AeKCUYeCKasi MapKMPOBKA
(«cMpapy, «BOHIOUMIY, AMOO, HANPOTUB, — «OAATOYXAHHBINY,
«CAAAOCTHBIA» M T.11.).

Bonee Toro, kak cucTeMHBI U ITOKa3aTeNbHDLIVI BApPUAHT VC-
TMOAB30BAHMSI AAHHOT'O dA€MEHTA MOITUKM MOSKHO OIJEHUTH CAY-
yay, Korpa o0o3Havyaemasl B XYAOKECTBEHHOM MUpEe peanmus,
10 OIMpPeAEeAEeHMIO TPeOyIoIasi UMEHHO ONAb(PAKTOPHONM KBarndu-
Kaiumn, OCTaeTCsl, o CYyTH Aena, 6e3 xapakTepUCTUKHM 3araxa, T. e.
3aAada YMCTO CMBICAOBOW, PAllMOHAABHOV HOMMHAMKM O0ObeKTa
VAU SIBAEHMSI SIBHO I'AaBEHCTBYeT HaA ocTanbHbiMu. [Tokazarenn-
HbI B 3TOM OTHOIIIEHUY XOTsI ObI ABa NMpuMepa u3 pomMaHa «beco.
O6a oHM CBsI3aHbI C OIJeHKOV oTHOIeHn MexxAy Bapsaport Ile-
tpoBHOV CraBporuuon u Crenanom Tpodumosndem BepxoBeH-
CKUM:

«Mart 6bIn B TOAHOM pacijBeTe; Beyepa CTOSIAM YAMBUTEAbHbIE. 3a-
nBeaa depemyxa. O6a Apyra CXOAMAMCH KaKABIM Bedep @ cady U IMpo-
CVUDKMBAAM AO HOYM B HecepKe, M3AMBASI APYT Iepe;A ADYT'OM CBOV MBICAU
naysctBay (10,17).

«... OH <...> MOXOAVA KaK Obl HA MaTpUapxa MAK, elje BepHee, Ha MoP-
Tper nosra KykoapHuka <... > 0COOEHHO KOrAa CHUAEA Jlermom 6 cady,
Ha naske, nod kycmom pacysemuweit cuperu..» (10, 19).

AKTyann3upoBaHHOE U B OAHOM, 1 B ADYTOM CAYYasiX OTKPBITOE
IIPOCTPAHCTBO (cap) 00bEKTUBHO, Ka3aA0Ch Obl, AONKHO BKAIOYATH
B ce0sl M300paskeHe Pa3BEPHYTOIO PErMCTpa 3aaxoB U apoMa-
TOB. J\OCTOEBCKMIT, OAHAKO, OrPAHUYMUBAETCS] AUIIb BHIOOPOYHO-
NOKaABHOV KOHCTaTaluen (1IBeTyIas 4epeMmyxa, paciiBeTiiast Cu-
peHb ), moMenjast u306pakaeMble TAKMM 0OPa30M peanmnu, yCAOBHO
roBODSI, B «0€3BO3AYIIHYIO» CPEAY, HECTIOCOOHYO BBITTOAHSITH (DYHK-
LJMIO «IlepeAaTYMnKay apoMaTnieckon raMmmel. He meHee mocnepoBa-
TEABHO MCaTeNb OTKA3bIBAETCSI BOCIIPOM3BOAUTDL OALDAKTOPHYIO
(DYHKIMIO YeA0BeYeCKOTo Tena (ecnm 3To He 3arax CMepPTH 1 pas-
noxxenust). Hu B 0OAHOM M3 I1TM TTOCAEAHUX POMAHOB, 38 OYE€Hb
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PEAKMMU VICKAKOYEHMSIMI, HEBO3MOKHO OOHAPYKUTDH YITOMUHAHMST
0 3araxax, KakMM-An60 06pa3oM CBSI3aHHBIX C COIIMAABHBIM CTATY -
COM TMIEPCOHAXKA, €70 BO3PACTHOM AN TTIOAOBO MTPUHAANEXKHOCTHIO,
YTO XOTSI ObI B MMHMMAaNbHOV CTEIeHU [TPUCYTCTBOBAAO B PAHHEN
rpo3e. PaBHO He akTyanbHBI ANST aBTOPA «IISITUKHUKMSD» apOMaThI
MMPEAMETOB M aKCECCYapOB, KOTOPBIMU MOAB3YIOTCSI TePOM, a TAKIKE
ONb(MAKTOPHDBIE XAaPAKTEPUCTUKI €ABI Y TIUThSI.

B cBeTe ckazaHHOrO MOSKHO MPEATIONOXKUTD, YTO MTEPUOAMYE-
CKM BBICKA3bIBaeMasi MbICAb O MPUHIMITMAABHOM aHTHpAaIMOHa-
anszme JAOCTOEBCKOro'” Kak MMHUMYM HY>KAAETCSI B AOTTOAHUTEND-
Hov ripoBepKe. [To kparHeyt Mmepe ¢ TOYKY 3peHMsT OAbDAKTOPHOM
cocraBasifonmert (a oHa BO MHOIOM M30MOp¢dHA BOCCO3AAHHON
B 1po3e /\OCTOEBCKOIO MPeAMETHO-4YyYBCTBEHHOM cdepe) Gasmc-
HbI€ OCHOBBI ITO3TUKM MUCATEAS TITOTEIOT CKOPEE K PaI[MOHAND-
HOMY (popMaTy, a KOHIJeNTyaAbHOEe Ha4yano BCErAa MPUOPUTETHO.
T'oBopst MHBIMYU CAOBaMM, B XYAOKECTBEHHOM MuUpe /\OCTOEBCKO-
ro (¥ B mepBYIO OYepPeAb ITO KACAETCSI 3PEAOTO U 3aBEPIIAIONIEro
2TAroB €ro TBOPYECTBA ), [0 CYTU AeAd, HET 3araxoB M apOMaToOB
B UX IMIIUPUIECKOM IMOHMMAHMUM, HO €CTh Y€TKO CTPYKTYPUPO-
BaHHasl OAb(MAKTOPHAST MOAENb, HAAeAsieMasT MeTadOpUIeCKUMMI
AMOO CMMBOAMYECKUMY 3HAYEHUSIMMU.

12 Cm., nanipumep: Bozdanos K. « TaeTBopHbIT Ayx» // ApoMarsl M 3anaxu

B kyabType. M., 2003. Ku. 2. C. 123.
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PUTMMYECKMUM AHAAM3
ITPO3bI .M. AOCTOEBCKOI'O
(1a npumepe PpaHTACTUIECKOIO paccKasa
«COH CMEIIHOTO YEAOBEKA»)

Purtm, mopo6GHO sKkaHPY U CTUATO, SIBASIETCST YHUBEPCAALHON Ka-
Teropmen B SKM3HM U B MUICKyCCTBe. ['eHepannsyrolee 3HaYeHME OH
MMeeT U B AMTepAType, KaK OAHO M3 BAKHEWMINX HeBepOaAbHDIX
MTPOSIBAEHUN XYAOSKEeCTBEHHOTI'O CMBICAA B TTIpOM3BeAeHNN. BmecTe
C MHTOHAIMEeVl OH BBI3BIBAET CYITECTUBHDLIN 3D MEKT, CBI3LIBAS
aBTopa 1 yuTartens: yepe3 Tekct. Putm xkaxk 6n1 puAbTpyeT, 0OHA-
SKaeT €ro CMbBICA, YTO OCOOEHHO OYEeBMAHO TPU YTE€HUM CTUXOB.
IloxkazareneHn B 3TOM mnaHe PUTMUYECKUIT CTPOM AMPUYECKOTO
rnpon3BeAeHust AHHBI AXMaTOBOV:

OH A106MA TPY Bellu Ha CBeTe:

3a BevyepHelt reHbe, GEABIX TABAVHOB
U crepTble KapThl AMEPUKHA.

He nro6ma, koraa naavyT AeTw,

He nro6ua vas ¢ manviaon

W >xeHCKOV MICTEPUKN.

...AA s1 6bIna ero >KeHOM.

Karo4ueBoit B AQHHOM TEKCTE SIBASIETCSI CEAbMAsl, MTOCAEAHSISI
CTPOKa, VMEHHO B HEI MPOMCXOAUT MHTOHAIMOHHBINA, PUTOPU-
YeCKUT M PUTMUYECKUI MepeOuB: AONDHUK CMEHSIETCSI YeTKUM
YETBIPEXCTOIHBIM SIMOOM, B KOTOPOM OIPEAEASIIOIIEN CTAHOBUT-
cst putmmdeckast gurypa 20 (20 20 20 29, B panHoM caydae mep-

© B.B. bopucosa, 2011
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Basi qudpa obo3HaAYaeT MECTO YAAPHOI'O crora B (POHETUYECKOM
CNOBe, a BTOPasi — KOAMYECTBO 0e3yAapHBIX CAOTOB 338 HUM.

Ho u B npo3anyeckon peun ecTb ykazaHust Ha 3aA\aHHbI aBTO-
pOM pUTM:

«Purmoobpasyromgre GpopmMbl M (PaKTOPbI KaK CyIeCTBEHHBIN TTPU-
3HAK [IO3TUYECKON pedn AarT C€6$I 3HATL 1 B HpOBe».l

XoTs1, cheAyeT IPU3HATD, PUTM ITPO3bI KaK 00bEKT GUAONOTH-
YeCKOT'o MICCA€AOBAHMSI OIPEAENUACS He cpa3y. Beab Ha peyeBoOM
YPOBHE, B OTAMYME OT PUTMA CTUXOTBOPHOI'O TEKCTA, OH IPO-
siBAsteTcs cienuduyeckn. Tem He meHee popmanyicTel B 20-e rr.
MPOLIAOrO BeKa M3MEPSIAM TPO3y Mepo¥, OAM3KOM K CTUXaM,
M BBIABMHYAM TEODUIO CTOIIOYAEHEHMSI M BBIAEAEHMSI MeTpude-
CKOVI OCHOBBI B 1Tpo3e. B mopo6HOM AyXe pa3bupan puTM MPO3bI
A. Beavt. Tonabko B 60—70-e rr. XX B. HOSIBUAMCH MCCAEAOBA-
HMSI, CIIEMANbHO MOCBSIIJEHHBIE TPO3aMYecKoMy pUTMY. Tak,
B. M. JKupmyHcknit B pabote «O puTMuyeckon rmpose» o6paTtua
BHMMaHMe Ha PUTOPUYECKYIO, TPAMMATUYECKYIO U CUHTaKCUYe-
CKYIO OpraHM3alMIo TEKCTa, a He TOABKO Ha ero 3BYKOBYIO CTO-
pony. B 1974 r. Boiea c60pHUK « PUTM, mpoCcTpaHCTBO U BpeMst
B AMTEPAType M MCKYCCTBE», B KOTOPOM PUTM PacCMaTpPUBAETCS
KaK 3CTeTHYeCKast KATETOPYSI C IMUPOKUMU QYHKIUSIMU. JTAITHON
siBasteTcst v Kunra M. M. 'mpmmana « PutM Xya0s5kecTBeHHOV Tpo-
3p1» (1982). MiMeHHO 3TOT MCCAEAOBATEND OMPEAEAUA PUTM Kak
9NE€MEHT XYAOSKECTBEHHOTO 1J€A0T0, 0OecreynBaInii eAMHCTBO
nponsBepenysi. OH ykasan Ha TO, YTO PUTM I[O-PAa3HOMY IPO-
CTynaeT Ha Pa3AMYHBIX YPOBHSIX AMTEPATYPHOI'O NMPOU3BEAEHUS,
M OH MO3KeT ObITb OOHApY>KeH B YepeAOBaHMM (PPA3OBLIX KOMIIO-
HEHTOB, 1JeAbIX (pas, ab3aleB, B IOBTOPAX TeM, MOTUBOB, CUTYya-
W, B 3aKOHOMEPHOCTSIX CIOSKETHOT'O ABVISKEHVSI, B COOTHOIIEHUN
Pa3AMYHBIX KOMIIO3ULIMOHHO-PEYEBBIX €AVIHUI], B PA3BePTLIBAHNU
BCeV CUCTeMBbI 00Pa30B M KaKAOr0 M3 HUX. TaKkske BaskHOe 3Hade-
HMe UMeIOT paboThl AMHIBMCTOB, HaunHas ¢ B.B. Bunorpaaosa
u BKarouas uccnrepoBaums H. B. YepemucnHoi, ykasaBimern Ha To,
YTO MCTOKM PUTMa XYAOKECTBEHHOW IMTPO3bI YXOAST B PUTM peun
PasroBOPHON.?

! Bunoepados B.B. O Teopun noatudeckon peun//Bonpocsl si3bIKO3HAHMS.
1962. Buim. 2. C. 5.

2 Yepemucura H.B. 1) Bonpocsl acTeTUKM PYCCKON XYAOXKECTBEHHOM Peun.
Kues, 1981; 2) Pycckast uHTOHALMSI: 11093W51, IPO3a, pa3roBOpHast peub. M., 1982.
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O purme 1po3bl J\OCTOEBCKOIO B CBO€ BpeMsl IMCaAU
M. M. Baxtun 1 A.B. Unuepun. I[Tocrepunit B kunre « Craa 1mos-
TUYECKOTO CAOBa» TOBOPUA O «BEAMKONEITHOM M 3aXBaTbIBAIOIIEN
peun Nocrtoesckoro». Eme panbie B kuure «Putm obpasza» oH
oTMedYan, «Kak HeyAOBMMO MHOT0OOpa3eH OOBIYHBINA, AdsKe HEUC-
KYCHBIM MTPO3anveCKUI PUTM, M3Y4aTh KOTOPBIN Mbl TOABKO ellje
HaumHaem».’ [Tocae A.B. YndepnHa «o6mmM mMecToM» B AOCTO-
€BCKOBEAEHUM CTANO CYKAEHME O «OEIeHOM PUTMe MTPOU3BEAE-
HUV TMCATENST: CYAOPOSKHO HATPSKEHHOE ABMYKEHME B ABTOPCKO
pedYn, CO3BYYHOE pedM TMePCOHAa’KeN, COCTABASIET B TBOPYECTBE
J\OCTOEBCKOTO CTUAMCTUIECKYIO AOMUHAHTYY. *

J\eICTBUTENBHO, B IEPBOM BOCIIPUSITUM PUTM ITOBECTBOBAHMST
J\OCTOEBCKOro Ka>keTcsl HEPOBHbIM, AMXOopaaoYHbiM. Kak roka-
3ana E. A. VIBaHuMKOBa, «CBOVICTBEHHAs! [ ero] Tekcram <...> ner-
Kkast u 6e3ommboYHasT “y3HaBaeMOCTh " 00si3aHa, MpeXXAe BCEro,
cBoeobpasuio ero cuHTakcuca».’ VMcchepoBarenbHnuila ooparmnaa
BHMMaHMe Ha CIoCOObI MHTOHAIIMOHHO-CMBICAOBOTO BBIAEAEHMST
cnroB (MAM TPYIIBI CAOB) B TEKCTAX MMUCATENST, OTMETUAA B €r0
peveBOM MMOYePKe XapaKTePHbIE ANST TOTO BPEMEHU SIBAEHUSI Pa3-
roBopHoM peun. K ee HAONIOAEHMSIM M 3aKAIOYEHMSIM MOKHO AO-
0aBUTb CAeAYIONMeE TTPUHIIUITMAAbBHBIE COOOPasKeHUsI: TP BCEN
OpMEeHTaI UM XYAOXKeCTBEHHOM pedn, U B OCOOEHHOCTH ee Mpo-
3aM4eCcKOro BapmMaHTa, Ha PasroBOPHYIO (OPMY B PUTME MTPO3bI
J\OCTOeBCKOTO BMAHA OIOpa M HAa APYrom UCTOYHUK. IDTO bBu-
oamst. «Ha xaTopre oH caenan ABa BasKHeMIIMX NPUOOpeTEeHMS:
TO ObIAM HAapOAHAasT pedb M bubans». \efICTBUTENBHO, «YE€ThIPe
rOAa OH AONYKEH OBIA COTNACOBBIBATD CBOIO PEYD C SI3bIKOM HAPOAA
1 4yeTbIpe ropa untan opny bubamio. <...> Ha kaTopre oH ¢ HUMMU
CPOAHMACS.”

B pesyabraTte npo3zanveckuit puTM B pomusBepAeHUsIX [\OCTO-
€BCKOTO MPMOOpeA CUMHKPETUYECKYIO, ABYEAMHYIO TMPUPOAY: OH
00yCNAOBAEH XKMBOWM CTUXMEV Pa3rOBOPHOM pedyn U O6MOAeMcKUM

5 Yuuepun A. B. Putm o6pasa. Cruauctuyeckne rpobaemsr. M., 1978. C. 208.

4 Yuuepun A.B. Vickyccrso npossl. M., 1973. C. 262.

5 MUesanuuxosa E.A. UnpuBupyanbust cunrakcuc Jocroesckoro // Caoso
Nocroesckoro. M., 2001. C. 310.

6 Hasupos P.T'. IIpo6aema xyposxectBenHoctyt @. M. Nocroesckoro // TBop-
gectBo D. M. NocroeBckoro: mckycctBo cuHTe3a. Exarepuubypr: VpI'V, 1991.
C.128

7 Tam xe.
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crorom. Vx HanpspkeHHOe B3aMMOAEVICTBUME OITPEAEAsIeT PUT-
MUYECKYI0 XapaKTepPHOCTb XYAOXEeCTBEHHOTO TTOBECTBOBAHMSI
B ITPOM3BEAEHUSIX ITUCATENSI.

PaccMoTpuM HeKkoTOpBIE acCreKkTbl PUTMUYECKON OpraHm3a-
1 «daHTacTudeckoro pacckasay « COH CMENTHOro 4enoBexay.
Ee ocHoBy o06pasyoT ¢GopMbl rpaMMaTUKO-CUHTAKCUYECKOTO
rnapannenmama, rMmopAep>KaHHble, MPesKAe BCero, CAOBECHBIMU T10-
BTOpamMu. Tak>ke GONBIIYIO POAL B TEKCTE UTPAIOT CAOBA-00pa3bl,
nmprooOpeTarmIye AeMTMOTUBHBIN, CUMBOAMYECKMUIT XapakTep.
3HaAYMMBIMM SIBASIIOTCSI M ADYTMe XapaKTepHble OCOOEHHOCTU XY-
AO>KECTBEHHOV OpraHmsanuy MpoOu3BeAeHMs: ero KOMITO3UIINH,
ab3arHOV CTPYKTYPbl, PUTOPUYECKOTO 1 PEYeBOTO CTPOSI.

«COH CMeIHOro dYenoBeKa» COCTOUT M3 TISITM KOMITO3MU-
LIMOHHBIX dYacTen M 3akaovyeHusl. [lepsasi rnaBa HaumHaeTcst
C TIPM3HAHUSI-YTBEPXKAEHUS: « cMemHOVM YenoBek <..> HAAO
MHOWM CMeSIAMICh BCe 1 Bcerpa».® \anee Bech a03aly IOSICHSIET CMBICA
AQHHOTO 3asiBAeHUsI. B mocnepHeM NTpeANOYKeHMM OHO BHOBb pac-
KpbIBaeTCsl, TONbKO B popMe oTpuiianus: «Het, He movimyT», T. e.
ocmeroT. [Tepea HaMM puTMIMYecKoe pa3BUTHE OT KPATKOM ppas3nl
K Pa3BepPTBHIBAHUIO ee COAePIKaHUsI B 0onee 06 beMHDBIX KOHCTPYK-
USIX, @ 3aTeM — K MaKCUMaabHOMY COCPEAOTOYEHUIO, CBEPThIBA-
HMIO BCETO MPEANIeCTBYIONEro ABMKeHUS B ellje Honee KPATKOM
dunane. ITopo6HBIN TIpUEeM BecbMa XapakTepeH AMsI BCEr'O pac-
ckasa /\oCTOeBCKOro.

O ero 6GOABIIOM MacCTEPCTBE CBUAETEALCTBYET XOPOIIO BbI-
CTPOEHHAsI C TOYKY 3PEHUSI AOTMKU U PUTOPUKU XYAOXKeCTBEHHASI
peub. Ee 1jenn: paszmbsicHeHMe, BHyIIEeHMEe, Marmdeckoe BO3AEN-
crBue. [ToaTomy upe3BbIuayiHo GYHKIIMOHAALHBI B TekcTe /\OoCcTO-
€BCKOTO MOoBTOPbI. Hanbonee 9acTOTHBIM SIBASIETCSI CAOBO «CMETI-
HOVI». /\eKCUYecKuyl MMOBTOP, CBSI3AHHBIN C TOHSITMEM «CMeXay,
«CMEIITHOT'0», OTAMYAET MEPBBIN M BTOPOV ab3aribl IIepBOM I'AaBDI,
B KOTOPBIX CAOBa C MOp(pEMOI -CMeX-, -CMei- BcTpeuatoTcst 13 pas.

CMelHOV YenNOBeK BLI3bIBAET CMeX M HEITOHMMaHe y APYTIUX.
«OHn MeHs1 Ha3bIBAIOT Terepb cymacmeammum» (25, 104). Tax
odOopMASIETCST  OMITO3ULIMSI, KOHTPACTUPYIONAsST PUTMUYECKME
MAAHDbI, KOTOPBIM COOTBETCTBYIOT ABA CMBICAOBBIX IIEHTPA: «S1» —
«OHM». \As TIePBOTO KOMITOHEHTA OTIIO3UIIMU «S» CBOVICTBEHHDI

8 Nocmoesckuil @. M. IToan. cobp. cou.: B 30 1. /\., 1983. T. 25. C. 104. Nanee
CCBIAKM HA 3TO U3AAHME B TEKCTE C YKA3aHUEM TOMA U CTPAHMIIBI.
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OTHOCUTENBHO KPATKME CUHTATMbI 1 ITpeobnrapaHe YAAPHBIX 3a-
YMHOB U OKOHYaHU: «5 /cMemHoM YenoBek» /. «51 Bcerpa / Onin
cMemon» /. «5I 6b1 cam / cMesiacst ¢ HUMM /, — He TO 9TO Haj CO-
6011 /, a ux no6s1 /..» (25,104).

J\Asl BTOPOTO KOMITOHEHTA OTMIO3UIINN «OHW» MMOKA3aTEAbHBI
6onee 0ObEMHDBIE PUTMUYECKME EAMHUIIBI M BO3PACTAHUE POAU
0e3yAapHbIX 3a4YMHOB M 0cOOeHHO okoH4YaHuy: « OHM MeHs Ha-
3pIBalOT Terepb /cymacmeamumy (25, 104). Nanuast onrosm-
1MST SIBASIETCST B paccKasze CKBO3HOM: B IIEPBOV M BTOPOM raaBax
«OHM» — 3ITO BCE T€, KTO OKPYKAET repost: TIPUSITENN, APY3bSI,
COCEAV M ADYTHME NIOAM, B TPEThEN MNaBe — «OHM» — ITO «AETU
COMHIIA», KUTEAM 3eMHOTO pasl. TOAbKO B YeTBEPTOM TIAaBe
MPOTMUBOIOCTaBAEHME OcnhabeBaeT, KOTAA AIOOOBL «HEBUHHBIX
M TIPEKPACHBIX AIOAET», 06beAMHSIIONAST BCEX, TTpeoOpakaer re-
pOST: «...s1 9YBCTBOBAA, YTO TIPU HUX U MOE CEPAIlE CTAHOBUAOCD
CTOADB K€ HEBUHHBIM M IPABAMBBIM, KaK M MX cepala...» (25,115).
OAHaKO repoyt He CAMBAETCSI C JKUTEASIMU «Pasi», U B ISITOM FAaBe
MMPOTUBOIOCTABAEHME TTOSIBASIETCST CHOBA: «3apa’ke€HHBbIE» «TPU-
XUHOV» NIOAM TINAHETDLI-ABOVWHNMKA BHOBDL AEAAIOT repost 00beK-
TOM HacMelnek: «5I yMoasin ux /, 4To6 OHM PACITSIAM MEHS HA Kpe-
cre /, st yama ux /, kak caenatb Kpect /. S roBopua um /, 4To Bcé
210 /capenan st /, stoams /..» (25, 117). B panHOM cayyae onsith
Mpeo6naAaI0T KOPOTKME CMHTATMbI, YAaPHDbIE 3a9MHDBI M OKOHYA-
HMSI.

M B Apyrux mpmumepax, B KOTOPBIX AOMUHUPYET MECTOMMEHME
«OHMY», XapaKTePHDLIT pUTM coxpansieTcs:: «Ho oHu ammb cmest-
AMCh HAAO MHOV / M CTanu MeHsI cuuTaTh / MoA KoHel] / 3a I0po-
amBoro» (25,117). 3pech Takyke UCTTOAB3YIOTCSI HOABIIVIE 1O 00D
€My PUTMUYECKIE eAUHNUITBI, 6e3yAapHbIE 3aYMHBI 1 OKOHYAHMSI.

Taxkum 06paszom, OMIMO3UIIUSI &SI — «OHU» PUTMUYECKM OCTa-
€TCsl B TEKCTE HEM3MEHHOM, OTPakasi CKBO3HOM AAsl TBOPYECTBa
J\OCTOEBCKOTro MOTUB 06 beANHEHMsI/ pa3be AMHEHMST NIOAE.

Pacckas HacoleH n croBammn-cuMBoaamu. baaropapst putmy,
CMMBOADI, TPOHM3BIBAIONIE TEKCT, 3aM€YaTAEBAIOTCSI B CO3HAHUN
YUTATENS] KAK CMBICAOBBIE M IMOIIMOHAAbBHBIE AOMMHAHTBI. ['AaB-
HBIVT CUMBOA 1 AeMTMOTUB — VcTtuHa. OHa BpIcTyIaeT Kak repud-
pasa OTkpoBeHMsI, Kak aMOAeMa, «>KMBOM 00pa3» No6Bu 1 Bepwr,
BO3MOJKHOIT Ha 3eMAe. [To mocneAHUMM TEKCTOAOTMYECKMM U3bICKA-
HUSIM 3TO CAOBO — CKBO3HOE M KAIOYEBOE B pacckaze — B IMPU-
SKM3HEHHOWM peAaKkiMy ObIAO HANMCAHO C 3arnaBHOV OYKBBI, YTO
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FOBOPUT O €ro CakpanbHOM, XpUCTHAHCKOM 3HaveHnn («$l ecmb
Mctunay).®

Nexcema «VcTtuHa», HACTOMYMBO IIOBTOPEHHASI TePOEM
(TPMKABI B ABYX COCEAHMX TIPEAAOKEHMSIX) YK€ B MepBOM ab-
3arje HavyaabHOM T'AABbI, CTAHOBUTCSI OCOOEHHO 3HAYMMOWM; BbI-
AENSISICh PUTMUYECKM — CaMbiM Oe3ypAapHbIM Ha 00ImeM ¢doHe
AAKTUAMYECKMM OKOHYAaHMEM, OHA YCHMAMBAET MPOTMBOIOCTAB-
NeHME «S1» — «OHM». «...0HM He 3HAIOT VlcTuHbl, a st 3ua Mcern-
Hy» (25, 104). 3pech MOBTOpP MEPEXOAUT B CBOIO BapUALIUIO —
NeKCUKO-CUHTAKCUYECKUI MTaparneAn3M, YCUNEHHDIV aHTUTE30.
B tperbem ab3aire, roBopst 06 VIcTuHe, repom MCOAL3YET APYTYIO
Pa3HOBUAHOCTD AEKCUYECKOro MoBTOpa — xuasm: «J BoT, mocae
TOTO YK, s y3Han VMctuny. VcTuHy s y3Han B Ipomaom Hosibpe...»
(25, 105). Baaropapst TakMM PUTOPUYECKUM IIPUEMAM CAOBO
«MctnHAay CTAaHOBUTCST BAXKHEMIIIVM CMMBOAOM B TEKCTE.

ITosiBaeHnto Apyroro o6pasa-cuMBOAA — MaA€HbKOW A€BOYKU
MpeANIECTBYET 0cOHOe COCTOsIHME Teposi, KOTOPOe aBTOP Iepe-
Aan CAOBAaMM «BCe paGHO» U TAKKe TOAYEPKHYA €r0 PUTMUIECKM.
BripaskeHne «Bce paBHO» 1 €0 KOHTEKCTYaAbHble CMHOHMMBI T10-
BropstioTcst 10 pa3, K TOMy >Ke BBIAENSISICh rpaduieckyt — depes
KypcuB. MoTHB «BCce paBHO» B3aMMOAEMCTBYET C MOTUBOM CMeP-
TU: «...sI TIONOXKMA /B 3Ty HOYb / youTs cebst /» (25, 106). 3pecn
OISITh HAOAIOAAETCSI M30XPOHU3M: B KaXXKAOVM CUHTArMe COAEp-
SKUTCST o 4 caora. \anee BBOAMTCST PUTMUYECKAST TeMaA AEBOYKU
c npeobrapaHveM Oe3yAapHBIX 3a4MHOB 1 oKoHYaHmi. OHa Ha-
AET OTKAMK Y B OIMCAHNM KUTENEN Pasl.

B 3akaroueHnn BHOBb BO3HUKAET CHMBOAMYIECKUI «KUBOW 06-
pas MctuHb». 3A€Ch MOIJHO 3BYYUT MPOTNOBEAb M CTUHDBI — n106-
BU K OAv>KHUM. OCHOBHAST MBICAB 3aKAIOYAETCSI B PUTOPUYECKOE
KoAbJO: «'naBHOE — nt06U APYrUX Kak cebsi, BOT 4TO TAaBHOE...»
(25, 119). C nomMompo NeKCUYIeCKUX MMOBTOPOB J\OCTOEBCKMI
cospaetr 3GdeKT MPOPOYECKOTO ABMIKEHMSE: «5I May nporosepo-
BaTh /, 51 XOUy MPOIoBepoBars /, — 4ro? / Victuny /, ubo s Bupen
ee /, BUAEA CBOMMM raazamu /, BUAEA BCIO ee caasy /1» (25, 118).
OnsITh MOSKHO OTMETUTH M30XPOHM3M B [TEPBBIX ABYX CMHTArMax,
AOTIONHEHHDBIM ABOVHBIM MTOBTOPOM, OAAropapsi KOTOPOMY BbIAE-
nstetcst rnaBHoOe cAoBo «VcTuHay.

9 Cm. 06 3rom: Tapacosa H. A. 3navenue 3arnaBHoy OYKBbI B HAOOPHOM PYKO-

ey pacckasa «Con cmerHoro yenoBekay («\HeBHUK rcarensy ®. M. Nocto-
esckoro 3a 1877 rop) // Pycckas anreparypa. 2007. Ne 1. C. 153—165.
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J\pyrasi, He MeHee BakHas ppasa TakKe 3BYYUT KaK CTUXU:
«0O, 51 60Ap, s CBEX, st UAY, MAY...» (25, 118). Putm npmobperaer
3eChb IOYTU OUOAEVICKMIT XapakTep, COOTBETCTBYSI CTUAIO TIPO-
podeckon tiporioBepan. Ho 1mockonbky pacckas oTanmvaeTcst Co-
YeTaHMeM MCITOBEAM C TIPOIMOBEABLIO, B HEM CHABHO MTPOOMBAETCS
M pa3roBoOpHasl CTUXMST. \AsT MICTIOBEAM MOKA3aTeAbHBI MHOTOYMC-
nenuble obopamenus («Caymarre... 3HaeTe AN...» ), BOCKAUITAHMST
(«...HMKOTAQ elfe He OLIAO TAKOV TEMHOTHI!» ), pUTOpUUYECKME BO-
nipockl («Omryman Ay 66l ST 38 TOT TMOCTYMOK CTBIA VAU HET?» ),
pasroBopHblie KOHCTpYKIMM («M pA06po OBl 51 pa3pemma BOMpo-
CbI; O, H/M OAHOrO He paspelna, a CKOAbKO UX 0bIA0?» ). JKusast
MHTOHAIIMUSI CO3AAET UNAAIO3UIO CITOHTAHHOW Peydn, TPOU3HOCUMO
HEMOCPEACTBEHHO TTE€PEA CAYIITATENSTMIA.

B Apyrmx >ke dacTsix pacckasa, CTUAM30BAHHBIX TTOA MTPOTIO-
BeAb, TPE0OAAAAIOT KHMKHBIE (POPMBI Pedl, B KOTOPBIX Ba>KHYIO
POABL UTPAIOT UMEHHO MOBTOPBI. OHM HOCSIT CUCTEMHBIN XapaKkTep
M MHOTO(DYHKIIMOHAABHBI. DTO MTOBTOPBHI SI3BIKOBBIX CPEACTB, MO-
TUBOB M CUTYaINI, OHU CHETASIOTCSI, pUPMYIOTCSI, TO TIPOTUBO-
MMOCTABASISICh, TO CUMMETPUYHO COBMEMNASICh. JTO MOKA3aTENBHO,
HaTnpuMep, AAsI MOTUBA OCMesTHYsT VICTUHDBI, MOTMBA «BCE PABHOY,
MOTMBOB 3BE€3A0YKM, A€BOYKM, CHA, MOTUBOB >XM3HU U CMEPTH,
HEHABUCTU M AIOOBM K AOASIM. KaskAbIT MOTMB TpakTuYeCcKu
YABanBaeTCsl, CMEHSISI TIPU 3TOM CBOIO TOHANBHOCTb.

C AaHHOV TOYKM 3PEHMST MHTEPECHO TIPOSIBASIETCSI B PUTMMYE-
CKOVI Opranmsaimm pacckasa npusimn cumdonnsma. OH BeIpaskeH
B AManeKTUMKE 3MOIIMOHAABHBIX COCTOSIHUI Teposi B HePa3pbIBHOM
CBSI3Y C CIOKETOM. DTO CBOETO POAA AMOIIMOHANBHO-MY3bIKaALHAST
napturypa rnpomusBepeHust \octoesckoro. B nepBom a63aije 3By-
YUT MENOAMST TPYCTHOWM MCITOBEAM; 3AECh Ke 0(hOPMASIETCS Apa-
MaTuyecKasl CUTyanusl «Myaporo 6ezymiia». /\anee rpopbiBaeTcst
ropbKasl UDOHMST: «HA CBETE Be3Ae BCE PABHO». JMOIMOHAALHAS
HaNpsDKEHHOCTh BHYTPEHHEN PedM PacCKazdnka OTPaskaeTcsl B €€
CMHTAKCUYECKOM M MHTOHAIIMOHHOM CTPOE: B HEM MHOT'O BOCKAM-
aunit: «Ox kak Tsokeno opHomy 3Hath Metmayly (25, 104). Cume-
Ha MHTOHAIMOHHOTO, PUTMUYECKOTO 3BYYaHMs TPOUCKXOAUT MOCAE
BcTpeyn CMeNnrHOTO YenoBeka ¢ ManeHbKo AeBoukon. Heoskmpan-
HO AAsT ce0s1 OH 3MOIIMOHANbHO OCTPO pearMpyeTr Ha MOBeAeHVE
ucnyranHoro pebenka. IloxkazateneH 3pech pe3kuit rosepeHde-
CKMM 3KeCT Teposl: OH TOIHYA M KPUKHYA Ha peOeHka. /\anee MAYT
pPa3AyMbsi, OPOPMAEHHBIE B MPEAAOKEHUSIX-BOMIPOCAX, MEAAEHHO
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pacKkpbIBaOMMX MbIcAL. QO0OMAYIE TTPEATTOAOKMUTENBHBIX COYETAHMI
«ecan 6», «caenan 6b1», «3HaN OB, «OBIA ObI TAMY», KITPOAONKANA OB
CO3Aa€eT OCOOBLIT — CITOTLIKAIOMIMICS], HEPOBHBI PUTM, KOTOPDIV
B3PbIBAETCSI TEMOM CHA: «...a COH MOV, COH MO, — O, OH BO3BECTUN
MHe HOBYIO, BEAMKYIO, 0OHOBAEHHYIO, CUABHYIO skM3Hb!» (25, 109).

B wurore putm npuobperaeT HMKAMYECKUI, BOAHOOOPA3HBIN
XapakTep: HaOAIOAAETCsI BO3paCcTaHWe HATIPSIKEHUsT M Craj ero.
Tax, MenoAMsI M PUTM B KOHIJe BTOPOW TAABBI, 110 CPaBHEHUIO
C MPEAITECTBYIOMUM TEKCTOM, OOPETA0T MHOM XapaKkTep: TeMIT
M3N0KEHVSI BAMEAASIETCST, TPE0OAAAAET ONUCATENBHOCTD, ICTTONAD-
3yeTCsT MHOTO AeTaneit. /\OMMHUPYIOT, HAIpUMep, MOHOTOHHbIE
3BYKM TTAAQIOIMMNX Karenb. 3aTe€M OMSThb MPOUCXOAUT IMOIVO-
HaNAbHBIN MPOPLIB: Tepont obpamaercst k bory. Hacrynaer nay-
3a — M PUTM TTePEAAET CTPEMUTEALHBIN TToneT CMENTHOTO YenoBe-
Ka K COAHITY. 3BYYMUT parcKasi MEAOAMS, HO BOT OHa ITPEPLIBAETCST
BonasiMu oTyasiuust. Mcrmoab3yercst 3pech u rpapanmst: «51 mpo-
CTUpaA K HUM PYKU, B OTYASTHUY OOBMHSISI, TIPOKAMHAST U TIPE3U-
past ceos» (25, 117). ITocae Takoro Tparmyeckoro arorest OrsiTh
HACTyIaeT rnaysa, 3a Her CAeAVeT IMPOOYKAEHME repost M ero BOC-
topr. KoH1joBka pacckasa aMojMoHaAbHO HAaKaAeHHasl, B HEM 3BY-
YUT TOPKECTBEHHASI PeYb MPOPOKA, AMPUYECKM B3BOAHOBAHHAS,
ybeskparonast He pajMoHanbHO, a aMOIMOHaAbHO. Enre pasz Mox-
HO KOHCTAaTMPOBATh, YTO Mpou3BeAeHne /\OCTOEBCKOTO OTAMYA-
ercst crienM@pUIecKnuM YepeAOBaHMEM ANMHHBIX T1ay3 M OCTPBIX
MMMKOB 3MOIIMOHAABHOTO HAMPSI)KEHMsI, XapaKTEPHDBIM AAST SKaHpa
AMPUKO-APAMaTUYECKOTO pacckasa. JTa dYepTa CO BCEM OYEBUA-
HOCTBIO TIPOSIBASIETCST B (pmHane: «A Ty ManeHbKYIO AEBOYKY s
orbickan... M moray! M moviay!» (25, 119). 3aech peueBast cTuxmst
HaKOHeI] TapMOHU3UPYETCST, HE CAYYIAITHO PUTM MTPO3bI CTAHOBUT-
CsI TIOXO3K Ha PUTM CTUXOB, Kak B armaore «I[Ipecrynaenus u Ha-
kazanus» (6,421).

CpaBHuM:
Purmnueckne | Kon-Bo Crernenn

CXeMbI CAOI'OB aKLeHTyangnumn
1._.C BoIcOKOrO Hepera 22 | 12 7 0,28
2. OTKpPBIBAnAACh MMPOKAst OKPECTHOCTL. | 3' | 22 | 2! 11 0,27
3. C panbHero apyroro 6epera 12 | 2t | 2 9 0,33
4. 9yTb CABIIIHO AOHOCUNACH [T€CHSI. 2! 31 9 0,33
5. Tam, 10 1 1
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6. B 0OOAUTOM CONHIIEM 201 5 0,25
7. He0603PUMOY CTenu, 4 | 20 7 0,25
8. 9y Th IPUMeTHBIMU TOYKAMU 312 8 0,25
9. yepHeAUCh KOY€EBbIE IOPTDIL. 20 31 9 0,33
10. Tam 1° 1 1
11. 6bina cBOGOAA 20 | 2! 5 0,25
12. v 5kunvt Apyrue aiopu, 2! 21 8 0,37
13. coBCceM He TTOXOKMe 20| 3 7 0,25
14. na 3pemHnx, 2! 3 0,33
15. ram 10 1 1
16. kaxk 6B caMOe BpeMst OCTAHOBUNOCDL, | 40 | 11 | 4! 12 0,25
17. To4HO He HpoOUIAU elfe 1| 3|2 7 0,42
18. Bexa ABpaama 20 | 3 6 0,33
19. v cTap ero. 22 4 0,25

J\aHHBIVT TEKCT AEAUTCS Ha YeTbIpe IMPEANOSKEHUS] C YeTbIPb-
MsI CMHTarMaMy BHYTPU. Y>Ke IM03TOMY OH PUTMMU30BaH. BHyTpu
cuatarm — ot 1 po 3 poHeTnIecKkMx CAOB (€ YIETOM MPOKAUTUKA
M 9HKAUTUKM ). B Ka’kAOM CMHTaKCMYeCKOM GAOKE COOTBETCTBEH-
HO 36—30—24—30 caoros, kpaTHbIX mecTu. Takum obpasom, Ha-
OnropaeTcsl cuanabuveckasl yperyaAupoBaHHOCTb. Purmumyeckme
CXeMbl, B KOTOPDBIX repBasi nudpa ob6o3HavyaeT MeCTO YAAPHOIO
cnhora B GOHETUMYECKOM CAOBE, & BTOpPAsl — KOAMYECTBO 3ayAap-
HBIX CAOTOB, TAKXKE MePEAAIOT ONPEeAENeHHYI0 PUTMUYECKYIO 3a-
KOHOMEPHOCTb: KOAMYECTBO 3ayAapHDLIX CAOTOB BapbUPYETCS
ot 0 po 2, yalye NOBTOPSIIOTCSI MHTEPBanbl B 1 1 2 caora; yaapHDI-
MU B OCHOBHOM S$IBASIFOTCSI TIepBbIe U BTOPbIe crorn. C akijeHTHOM
TOYKM 3PEHVSI MOXKHO T'OBOPUTDb 00 aPUTMMUM, [TOCKOABKY B IJEAOM
aKIJEHTHOWM PABHOMEPHOCTU UAM HAPACTAIOIMUX UAU YOBIBAKOIIUX
aKIJEHTHDBIX PSIAOB HET; TeM He MeHee OpPOcCaeTcsl B raasa B Tpex
cAydYasiX BBICOKAsI IAOTHOCTb akijeHTyanuu, paBHast 1 («ram»),
B OCTAanbHBIX CAyYasIX HANPSPKEHHOCTb PUTMUYECKOTO PsIAa KO-
neoaercst or 0,25 po 0,42 (crereHb akijeHTyaMu OIMPEAEAsIET-
Csl COOTHONIIEHVEM YAAPHBIX M 6€3yAAPHDBIX CAOTOB B CMHTATME ).
BHyTpu puTMm4eckoy cxeMbl IOBTOPSIETCSI pUTMUYecKkast purypa
(2! 3' 1') B 4-11 m 9-11 cuHTarMax; CMMMETPUYHBI C A€KCUIECKO,
CUHTAKCUY€ECKOW, MHTOHAIJMOHHO-PUTMUYECKOV TOYKU 3PEHMSI
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5-s1, 10-51, 15-51 cuHTArMbl, B HUX UCITOAB3YETCSI OAHA U Ta YK€ PUT-
mudeckast purypa 1°.

Ecayt yMHOKUTH KOAMYECTBO CMHTArM B KaskKAOM GAOKe Ha KO-
apduineHT «3on0Toro cevenus» 0,618, To MoOKHO OOHAPYKUTH
«rapMOHMYECKME IJEHTPb» KaK CBOeOOpasHble IMOIIMOHAAbHbBIE
M CMBICAOBbBIE «CTEPXKHM» (B TEKCTE OHM TOAYEPKHYTHI). MxX
COAEpKaTeNbHO-3CTETUYECKAS 3HAYMMOCTD TTPOSIBASIETCST U B OT-
HOIIIEHMSIX KOHTPAYHKTA, B KOTOPBIX HAXOASTCSI CMHTArMeI 1, 3,
5,7,10, 15, oHM BBIAEASIIOT TTIPOCTPAHCTBEHHYIO AOMUHAHTY B TEK-
CTe, BBITTONAHSIST AEMHO-CMBICAOBYIO M KOMITO3UITMOHHYIO (DYHK-
LIMIO YKa3aHUsI HA XPOHOTOI pasi. \eiITMOTUBHBIN XapaKTep 3TUX
CMHTArMm MoAYepKHYT OMPEAENEHHON YPEryAMPOBAHHOCTBIO PUT-
MUYECKUX CXEM U QUTYP, KOTOPAST AOTIONHSIETCST PUTOPUYECKUMU
npuemamu. Tak BbISIBASIETCST 3aAaHHAST aBTOPOM PUTMOTEKTOHM-
Ka TeKCTa, CyITECTUBHBIM 0OPa30M yAaBAMBaeMasl YNTATENEM.



KyabpTypHBIE 1 HO3THYECKNE ANMAAOTH

Cultural and Poetic Dialogues

‘Puma Knetiman

TTOOTUKA MOAYAHMA
B XYAO>KECTBEHHOM MMPE AOCTOEBCKOI'O
N TIOAMAOTI KYABTYP BOABIIOI'O BPEMEH

I'MranTckme MPOCTOPBI MUPOBOM KYABTYPBI TTPOHM3AHBI
CNOKHOM CUCTEMOM CEMMOTUYECKUX KOHCTAHT, Mapansnenen
M CTBIKOBOK, CKPBITBIX PUOM M PEAYIIMPOBAHHBIX MEPEKNANYEK,
CO3AA0MMX B COBOKYITHOCTM CBOEM CAOXKHOE PEe30HAHCHOE
€AMHCTBO XYAOKECTBEHHOTO MUpa C OOMMM KYABTYPHBIM KO-
aom. K gmeny Takmx KOAOBBIX KOHCTAHT, KAK HAM ITPEACTABASI-
€TCsl, OTHOCUTCSI M IO9TUKA MOAYaHMsI. B HacTosinert pabote Mbl
MOTIBLITAEMCST PACCMOTPETDh «MonuaHue /locmoesdckozo» Kak mpo-
SIBA€HME 9TOV KOHCTAHTDI.

O6bem cTaTbhy He MMO3BOASIET CAENATDh MOAPOOHBIN TEOPETU-
YeCKUI IKCKYPC B MPOOAEMATUKY MONYAHMSI C 0030POM COOTBET-
CTBYIONIMX KOHIJENIMI U BbicKa3biBauum — ot M. Xarperrepa
Ao P.Bapra uan C. 3onTar. Psaa nybamnkanmi rno AaHHOWM TpoO-
OnremMaTHKe TTOSIBUACS] B TTochepHee BpeMst B Poccun. B xope pa-
60TBI MBI OyAeM 00paIaThesl K TeM UAM MHBIM aBTOpPaM, a TakKe
Ha KOHKDETHOM MaTepuane 0003HA4YMM OTAENbHbIE tneobermuye-
CKUe acreKkThl MPOHAEMbI, B YaCTHOCTH, BOTIPOCHI COOTHOIIEHMST
MONUAHUSL I TAKUX HECMHOHUMUYHBIX, HO KOHTEKCTYanbHO CBSI-
3aHHBIX C HUM KATEropuim, Kak KOCHOS3bluUe, Kecm, nay3sd, noo-
MeKcm, YMonuaHue U mutiuHd.

OTaenbHBIE TTONOKEHMSI HEKOTOPBIX COBPEMEHHBIX ABTOPOB
M3HAYaAbHO HE MOTYT He BBLI3bIBATh Bo3pakeHus. Tak, M. dn-
HITEVH CAeAVIOMUM 00pa3oM 000CHOBBIBAET CBOU ITpedepeHIInI:

© P.Knerntman, 2011
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«...B anteparype XIX Beka mbl 6oabIile o6pamjaeMcst K “9ucTbiM” Xy-
poskHnkam [lymxuuy u [oroato, yemM K TakyMm BepHIMHAM MBICASIIIETO
1 punocodcrsyromero nckyccrsa, kak P. Nocroesckmit u /. ToncTon
<..> Hac wmHrepecyer <..> 06nacTb xydo)KeCmEeHHOU MeTapU3NKHA,
B OTAMYME OT MeTAPUBUKU AOKTPUHANLHON U CIIEKYASITUBHOMY. '

Croab 6€30rOBOPOYHOE AeneHMe PYCCKMX KAACCUKOB Ha «9IM-
CTDLIX» M KHEYVCTDIX» OTCbhbINAET YnuTaTensl TO AU K ITOAEMUKE qep—
HBIIIEBCKOTO ¢ /\PY>KMHMHBIM MO TMOBOAY «YMCTOrO MCKYCCTBAY
U «TOTOAEBCKOTO MEPUOAA», TO AU K BBIBEPDHYTBHIM HAU3HAHKY TPY-
AaM aA€erTOB COIfpeannsma 1o BOIpocaM UAEMHOCTM.

OrmraceHnst BbI3bIBAET M APYTast TEHAEHIVsI, BHEITHE TPOTUBO-
HarnpaBaeHHas1 ykazanHou. OHa rnormyasipHa B TOV 4aCTU POCCUI-
CKOV MHTEANEKTYaAbLHOM 3AUTHI, KOTOPAsST OPUEHTUPOBAHA T'AAB-
HBIM OOpPa30M Ha IMPABOCAABHBIN TUM KYALTYPBI; IPU 3TOM «PYC-
ckoe monuaHue (TUIIMHA) KaK COCTOSIHME AONKHONM AYXOBHOM
COCPEAOTOYEHHOCTM YaCTO TIPOTUBOMOCTABASIETCSI MHO3€MHOM
CYeTHOW WUYMAUBOCHU — KAK HEKOEMY HEAONKHOMY COCTOSIHUIO
(He-muwune)».? 3pech, HA HAII B3TASIA, 9aCTh VICTUHDI BBIAAETCSI
3a 11enoe, 3a abconror. Pycckast KyabTypa MCTOPUYECKM, HECO-
MHEHHO, TauT B ce6e OrPOMHBIN MMAACT CAMOOLITHOI'O MOAYAHUST;®
OAHaKO OHA OTHIOAb HE CBOAUTCSI TOABKO K HEMY, PABHO KaK U 3a-
rmapHast («MHO3eMHas» ) KYAbTYpa BPSIA AV MOKET OBITb aAeKBaT-
HO OCMBICAEHA B TEPMUHAX «CYETHOM MyMAMBOCTIY. KpoMme Bcero,
KaTeropmm MONUAHUS U MUWUHbBL PACCMATPUBAIOTCSI B IPUBEAEH-
HOM (pparmMeHTe Kak G€3yCAOBHO CMHOHMMMYHbBIE, C YEM BPSIA AV
MO3KHO cornpacutbest. Comnemcest Ha baxTuHa:

«B tummHae HuuTO He 3BYy4YUT (I/U\I/I He4YTO He SBY‘II/IT) — B MOAYAHUMN
HUKTO He TOBOPUT (MAM HEKTO He roBopuT ). MondyaHme BO3MOKHO TOMb-
KO B 4eA0BeYeCKOM Mupe (M TOALKO ANSI yenoBeKka )».*

! Dnwmetn M. H. ChoBo n monyanue. Meradusmka pycckont anreparypol. M.,

2006. C. 14—15.

2 Ecaynos VI.A. TlpoGrema BM3yanbHOM AOMMHAHTBI PYCCKOM CAOBECHO-
ctu // EBanrenabckunt Texcer B pycckont anteparype X VIII—XX Bexkos. IIurara,
PeMMHMCIIEH ST, MOTUB, CIOXeT, xaHp. Ilerposasoack, 1998. C. 50. ITpumenn-
TeABHO K TBOPYECTBY /\OCTOEBCKOro CM., Hanpumep, crarpio: Mearnos B. B. Vicn-
Xa3M M MO3TUKA KOCHOsI3b19Mst y Aoctoesckoro // Tam xe. C. 321—327.

3 J\ocTaTo4HO cocnaThesl Ha KopudeeB pycckon Gpuaocodcko-60rocA0BCKOM
MBICAM, MHOT'O Pa3MBIIIASIBIIMX O CYITHOCTH 6e3MOnBust AorieTpoBckoyt Pycn. Cm.,
Hanpumep: Beposes H. Pycckas npest. ITapmx, 1971.

4 Baxmuwn M. M. dcrernka croBecHoro tTBopuectsa. M., 1979. C. 338.
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B nament pabore mbl nonbiTaemcst ipontu mMexay Cruanon
HeraTuBMU3Ma 10 OTHOIIEHUIO K KOHIIENTY MONYaHUSI B TO3TUKe J\O-
cToeBcKkoro n Xapnbaorm abcoaroTU3anm npaBocAaBHOrO MONYA-
HUsT (B TOM YMCA€ M B €r0 TIO3TUKE ) KaK eAMHCTBEHHO 3HAYMMOTO.
TTepexoast HemocpeACTBEHHO K A\ OCTOEBCKOMY, CKaskeM Cpasy, 4To
/C7I06HO MBI BBIAEAUAM B €70 XYAOKeCcTBeHHOM Mupe 10 munog mon-
yanus. PazymeeTcst, aTa cucteMaTuka HOCUT paboumi xapakTep;
BMeCTe C TeM OHa ITPEACTABASIETCSI AOCTATOYHO perpe3eHTaTUBHOM.

Hauynem ¢ moatuku @uicokoeo 6e3mMo7n6uUsl, KOTOPOE TIpeAnara-
eTCsl TIOAPA3AEAUTh Ha TPU B3aMMOCBSI3aHHBIX TUIIA: 6eNX03d-
6emHoe, xpucmonozuueckoe, ucuxuieckoe. Cropa e, 1o NpuH-
LUITY aHTUTE3bl, IPUMBIKAET U YeTBEPTBI TUIL UCKYCUMENbHOe
monuarue. Ilpumep MoavaHus, CBSI3aHHOIO C GeMX03ABeMHOU
Tpaaunven, — KHs13b MblkuH, ¢ 6€3MOABHBIM PLIAAHMEM ITPO-
CTUPAIOIINIA PYKYM B CMHEBY IIBEMIIAPCKUX I'OP; 10 HalleMy yHesx-
AEHUIO, 3TOT 3MU30A « VIAMoTa» Taut B cebe peAyIIMPOBAHHYIO an-
nro3uro Ha 6ubaerickoro Mowcest, TPOCTUPAIOIIETO PYKU K 3eMAe
06eTOBAaHHO, M3 KOTOPOM OH OAVH «BBLIKMABIIID.

Hanbonee odeBupAHLI TpuMep xHuUCMON02UHECKO20 MONYA-
Hust — «/\erenpa o Beankom MukBuszurope». O6 aTom Texcre Ha-
MMMCAaHO MHOECTBO MCCAEAOBAHMM,” TTOITOMY XOTENOCh ObI (ITOA
YIAOM 3pEHMsI 3asIBAEHHOM TEMBI ) CAENATh AUIITb CAEAVIOIee YTOY-
HeHMe: ONTMOoHeHT VIHKBU3UTOpa — OTHIOAB HEe e AMHCTBEHHDIV ITeP-
COHaX «/\ereHADbI», MADKUPOBAHHLIN MOAYaHMeM. VX o KpaitHen
mepe eige ABa: cam MHkBU3MTOp 1 Anema. O6paTnmMcst K TEKCTY:

« — 51 He coBceM rnonumaro, VBaH, 4To 310 TaKoe? — yABIGHYACS GCé
epems monua cnywaswuil Anewa,— npsimo nm 6esbpesxHast paHTazMs
UAM Kakasi-HMOYAb ommbKa cTapuka, Kakoe-HMOYAb HEBO3MOXKHOe qui
pro quo? — Ilpumu xoTp nmocneptee, — paccmesincst Msan <.> crapuky
HAAO BBICKA3ATHCS <..> OH GLICKA3BLIBACMCA U 2060PUM BCYX O, O Uem
ace dessHocmo nem monvany® (14, 228).

Tax rpynnmmpyroTcst ABe Mmapbl MepCcoHas>keu, MPOTUBOMOCTAB-
NAEHHDBIE TONASIPHOM CEMAaHTUKOW MONYAHUSI: HA OAHOM IMOArOCe X pu-
crtoc u Anema, Ha Apyrom — MBan u MHkBusutop. Ho noasipuza-
1T CHUMaeTcst PUHANbHBIM rTorjenyem Anemn — MBana; ata pudma

> Cwm., nanpumep: Cenusepcmos IO. O BeankoMm MHKBU3UTOpPE. \OCTOEBCKMUIA

nnocnepyomue. M., 1991.

6 Nocmoesckuit @. M. IToan. cobp. cou.: B 30 1. /\., 1972—1990. 3pech u panee
CCBIAKM HA 9TO U3AAHME B TEKCTE C yKazaHueM ToMa 1 ctpanuipl. Kypeus B pura-
tax mon. — P. K.
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cuUTyarnmit, moBropsioniast (Ha HeBepOanbHOM YPOBHE >KeCa) To-
eayyt Xpucra B 6ecKkpoBHble ycTa VIHKBU3UTOPA, TOATBEPKAA-
€T BBICHIYIO TTPABOTY MOAYaHMST XPUCTA U YKA3bIBAET IMyTh K Clia-
CEeHMIO: ATOT MyTh — Oparckast AnFo60Bb. He MoOkeM He OTMETUTH
" cpu2ybpy ymonuaHusa: oNMoOHeHT VIHKBM3UTOPA HM pa3y He Ha3BaH
10 MMeHU, U 3TO HeynomuHaHue Ero BecbMa nokaszaTeapHO.

APpyroy BapmMaHT BBICOKOTO 0€3MOABMSI, HA HAll B3TAsIA, BOC-
XOASIIIMIA K UCUXA3MY UM HEAOOLJEHEHHBIVI AMTepaTypPOBEAEHMEM,
BoraomaeT ctapuk ['puropmit B «KKapamazoBbix». [IpryacTHOCTD
TOr0 MEePCOHAXKA «BTOPOTrO MAAHA» K CTOAb BLICOKMM MaTepUsIM
AVMIIIb HA TIePBbIA B3TASIA KaykeTcst MmanoBepositTHon. OapHako o6-
paTuM BHMMaHVe HA HEOAHOKPATHO YIIOMSIHYTO€ MOUAHUE ITOT'O
reposi: MOPa>keHHbIN POXAEHMEM IllecTUIianoro maapenna «'pm-
ropui ObIA AO TOTO YOUT, YTO He HONbKO MONUAT BIIAOTh AO CAMO-
IO AHSI KPEIeHMsI, HO M HAPOYHO yxodusn monadams 6 cao» (14, 88).
W panee: «I'puropmit <.> monua nowen @ cad» (14, 89); «yxoann
MONUAMDBY, VI TIPUTOM He KyAa-HUOYAB, a «8 cad», T.e. B XPOHO-
TOITHOE MTPOCTPAHCTBO, MPUYACTHOE K MMPOBOMY ADEBY, a Yepe3
Hero K BCENEHCKOVM BePTUKAAM,— 3ITO, HECOMHEHHO, KOAOBOE
MOAYaHME, K KOTOPOMY CAEAYET MPUCAYIIATHCS, YTO MBI U TTOTTbI-
TaeMcCsl CAeNaTh. 3aMeTUM, YTO HApsIAy ¢ MOAYaHuem ['puropmit
CTAHOBUTCSI TTOCTOSIHHBIM YMTaTeneM 6oaee YeM 3HAKOBOV KHU-
' «AOOBIA OTKYAA-TO CIMCOK CAOB U ITPOITOBEAEN “O0rOHOCHOTO
otija Hamero VMcaaka CupuHa”, yntan ero yriopHo M MHOTONET-
HO, ITOYTU POBHO HMYErO He TTOHMMAaA B HEM, HO 332 3TO-TO, MOXKET
OBITh, HAMOOAEE TTeHUA 1 NFOOUA 3Ty KHUTy» (14, 89).

Kax Ham npeacTaBasieTCsl, TOT MOMEHT YpE3BbIYaHO 3HAYUM
C HECKONBKMX Touek 3peHusi. Kazanoch Obl, «TpOXOAHAS», TOYTU
cAydYamHasl AeTanb, MOAAHHAST PACCKA3YMKOM C AErKOM CHUCXO-
AUTEABHOM yABIOKOW 4YenoBeKa IJMBUMAM3OBAHHOTO Haj 4YenoBe-
KoM Manoob6pazoBaHHbIM. Ho He 3abypeM O AMCTaHIIMM MEKAY
pacckaszdyMkoM M ABTOPOM, & Tak)Ke O ABYXTOAOCHOCTM CAOBa
y Aocroesckoro. Yto xe kacaetcst ppasbl «noumu pogHo HUUE20
He NOHUMAJ 8 HeM», TO HAM 3TO He Ka’KeTCsT apryMeHTOM ITPOTUB
3HAYMMOCTHM TAKOI'O YTEHWMSI, — HAIIDOTUB.

O6patumcst K CBUAETENBCTBY YeAOBeKa, Yell aBTOPUTET TIPEA-
CTaBAsIeTCSI B AAHHOM BOITPOCE HellpepeKaeMbIM: 3TO CTapel] MOA-
paBckmyt [Tamenit BeanukoBckun; HanmoMumM, uyto mmst [lamcwms,
adounckoro monavanbumnka X VIII B., nmpsimo HasBano B «Kapamaso-
BbIX» KaK VMsI BEAUMKOrO MOABMXXHMKA, BO3POAMBIIETO TPAAUIIUN
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crapuectBa Ha Pycu (14, 26). IIpoBepeHHbIe HAMM MCCAEAOBAHMST
MO3BOASIIOT yTBEPXKAATDh, 4TO ctapel] [lancuit mpuvyacteH K reHe-
3Mcy Takux repcoHaxen, kak Makap Noaropykun B «IToppoctre»
n 3ocuma B «KapamasoBpix»; umenno [laucun 6pin pAnst AocToeB-
CKOT'O Ba>KHEVIIIMM >XVBBIM 3BEHOM B 1J€IM [TPEEMCTBEHHOCTU APEB-
HUX TPAAUIUI UCUXUYeCKO20 Oe3mMonsust — oT AdoHa, TAe OH TIpH-
o6muMAcs K TarHam ncuxasma, Ao ONTUHONM MyCThIHK,® KyAQ YIIAK
MOTOM U3 MOAAOBAAxUckux moHactbipent Cexyn u Hsmiy, ero yye-
HUKM,® yHECsT ¢ cobomt ucuxmyeckue [lancueBsl pazmbiineHms o 6e3-
MONGHOU «yMHOV MOAMTBe». MarepuanbHbBIM HOCHUTENEM ITUX
UCUXUYECKUX TPAAUIINIT OBIAM PYKOIMMUCHDBIE KHUTH, CPEAU KOTOPBIX
n criicok Cupuna. [ToadepkHeM, 4TO IKIEMIIASIP ITOV KHUTU UMEA-
cs1 B oubanoreke Nocroesckoro' u yro ITancuit mHOrO net paboran
Hap niepeBopoM CupuannHa. Bot kak oH 06 3TOM BCIIOMUHAET:

«Korpa st mposkuBaa B HeGOAbLIOM elije yncne Gpatun Ha AdoHe, Obina
y MeHs1 KHura cssitoro Vcaaka CupuHa, 4acTh KOTOPOVI 51 lleperncan enje
B 1oHocTH Moelt B KneBo-Ileuepckornt naspe... Kunra ata u po cux nop Ha-
xoAMTCST y MeHsl. Yurast aTy kuury Ha AdoHe MHO020 Da3 U co BHUMAHUeM,
5160 MHOUX MECAX He M02 HaX00UMb 6 Hell cmbicad. S1 oTMevan Takye mecta
0COOBIMM 3HAKAMM HA TOASIX... CHyCT}I HEKOTOpOE BpeMsI sI BCTPETUA OAHO-
ro MePOMOHAXa, Y KOTOPOTo OKaszanach KHura cssitoro Vcaaka, 6yaToO 6ol
BO BCEM CXOAHAsI ¢ GONrapcKOI0 KHUIOI0, MUCAHOIO 6Onee YeM 3a YeThIpecTa
A€T AO TOI'O M CXOAHOIO 6yATO 6I)I C I'pe€4€CKO0 KHUT'OKO <...> IIeCTb HEAEND
A€HDb 1 HOYb UCIIPABASIA 51 T10 HeN CBOIO KHUT'Y, HO OKA3aJ0Cb, 4Mo HeACHble
Mecma 8 Moell KHuze MaK U OCManuch no-nbexHemy HescHuimu».

7 Cm.: Kneumarn P.SI. 1) CxBO3Hble MOTMBBI TBOpYecTBa J\OCTOEBCKOTO
B MICTOPUKO-KYyAbTYypHOM ntepcriekTuBe. Kummues, 1985. C. 165—172; 2) Nocto-
eBCKMIT: KOHCTaHThI oaTnku. Kumnues, 2001. C. 104—125.

8 O HEKOTOPBIX acreKkTax TBoOpYecTBa \OCTOEBCKOro, CBs13aHHbIX ¢ OTNITUHON
MyCTBIHBIO, cM. B cTatbe: Bouapos C.T. NeonrtveB 1 NocroeBckmit // JAocroes-
cxkmit: Marepuanst n nccneposanmst. CI16., 1996. T. 12. C. 162 u panee.

9 Tlepeuenb 6Gavskanmmx yueHukoB [lancust cM. B kaure: JKurtne u nimcanmst
Monpasckoro Crapna I[Tancust Beanmukosekoro. M3a. Orrrunckont [Tycreian. M.,
1847. C. 5—14.

10 Cm.: [Benuukosckuil I1.] O6 ymHOM nan BHyTpeHHet moanTBe. CounHeHne
Baasxxennaro Crapua Cxumonaxa u Apxumanppura [Tancust Bennukosckaro, Ha-
crositenst Hamerjkaro n Apyrux monactsipeit B Moaaasun n ocHoBatenst Pycckaro
Mnpuuckaro ckura va Adone. M., 1902.

' Bonee nMoApoOHO BO3MOXKHBIN IyTh «crincka CupuHa» ot Beandxosckoro
K AOCTOEBCKOMY MBI MOMBITAAUCH TPOCAeAUTH B KHure: Knetman P. SI. Noctoes-
ckuit: KoHcTaHThl noatukn. C. 117—123.

12 IIwur. no: Yemsepuros C. MonpaBckuit crapery cxuapxumanaput Ilamcenn
Beanuxoscxuit. Ero >knsHb, TPyABI M BAMSIHME HA MPaBOCAABHOE MOHAIIECTBO.
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Kak Bupnm, «BeAMKNiT MOABMYKHMK», 0Opa30BaHHENMIIINIA YeN0-
BEK, MCUXACT, repenmcank n nepeBopunk Cupuna crapery [Tan-
CUM 3a CTO NAeT AO MepcoHaxka /\OCTOEBCKOTO TaKk>Ke HEOAHOKPAT-
HO aKkIJeHTMPOBAA Hanu4Me HesICHBIX MeCT B 3TOM TEKCTe, 4TO,
OAHAKO K€, He OTBPATUAO €ro OT YITOPHOTO TPYAa HaA KHUTOM,
OCBSIIIIEHHOM MHOTOBEKOBOV Tpaanimen. Hamomamum, 4To npmume-
HUTEABHO K MCUXA3MY «TEMHBIE MECTA» — 3HAK COCPEAOTOYEHHO-
CTY Ha BHYTPEHHEM MTOCTUKEHUM BBICIINX AYXOBHBIX I[eHHOCTEN.

C y4eTOM BCEro CKazaHHOTO MOSKHO C AOCTATOYHBIM OCHOBAHMEM
YTBEPXKAATh: [\OCTOEBCKMIT, KOHEYHO 3Ke, He CAyYarmHO U30pan AAst
YTEeHMST CBOErO Tepost PYKOIMMCHYIO KHUTY TBopeHuit VMcaaka Cu-
PMHA, He BCETAA BHSITHBIX, HO «TOPA3UTENBHBIX [TO CBOEV TAYOUHEY,
kak nx oxapaxktepusyet C.C. ABepunijes.” IlepcoHask, KOTOpbIN
C MOMeHTa CBOEV OTIJOBCKOWM TPareAMiu MOCTOSTHHO YXOAUT B Caj
MONUAMb, KOTOPBI CKAOHEH K MUCTUIIM3MY U SIBASIETCS YITOPHBIM
MHOTOAETHUM uuTarteneM pykonmcHoy kuuru Mcaaxa Cupwuna,
HeB3upasl Ha TPYAHOCTU €€ TTOHMMaHMsI, — OYeBUAHO, NTPUYACTEH
K 8blcoKoMYy 0e3MOoNGUI0 ucuxuyeckozo muna. Hamomuum B 3TOM
cBsi3u, 4To opoauBast AmzaBera Cmeppsimasi, math CMepAsSIKOBa,
He TIPOM3HOCUT B pOMaHe BOOOIIe HM OAHOTO CAOBA, T. €. MapKUPO-
BaHa MONUAHUEM B €T0 TpeAeAbHOM Boraomennn. Takum o6pasom,
T'puropmit u AmsaBera BoBAedYeHbI B HEKMI OOIINIT KOHMEKCH MOJl-
YAHUSL, KOTOPOE METOHUMMYECKY repeHocuTcst Ha CMepAsIKoBa.

IIpu aTom poxkperne CMepasIKOBa ITPOUCXOAUT, C OAHOV CTO-
poHbI, 6 6aHbke (T.e. B TOM MeCTe, A€ HET KpecTa M, COOTBET-
CTBEHHO HAPOAHBIM TTOBEPUSIM, MOJKET OeCIpensTCTBEHHO T10-
SIBASITBCSI HEYMCTAST CUAA), & C ADYTOM CTOPOHBI, — 8 cady, T.e.,
OITSITh-TaKM MOBTOPUM, B TOM ITPOCTPAHCTBEHHO-BPEMEHHON TOY-
Ke, KoTopasl Yepe3 MUPOBOE APEBO CBsi3aHa C TOPHUMMU CUAAMMA.
IDTUM M3HAYAABHO OIMpeAeneHa XPOHOTOITHAST ABOWMCTBEHHOCTD
CMepASsIKOBa 1, KaK CAEACTBYE, — ABOMCTBEHHOCTH €10 MONUAHUS
B pOMaHe: C OAHOW CTOPOHBI, OH MIPUYACTEH K UCKYCUMENbHOMY,
0bsBONBLCKOMY MONUAHUIO, C ADYTON — K MONUAHUIO BLLCOKOMY.

UckycnrenbHoe MOAYAHME SIBASIETCSI OMPEAENSTIONIUM B €ro
oTHoIIeHMsIX ¢ VIBaHOM; He caydalHO aBTOp oTMedvaeT, 4yTo VBa-
Ha pasjppaxkano, koraa CMepaAsIKOB «BADPYT YyMOAKAN <..> OYATO
MEeXXKAY HUMU BABOEM OBIAO YK€ YTO-TO YCAOBAEHHOE M Kak Obl

Petseri—Eesti, 1938. C. 100—102.
15 Jcropwust Bcemmnpront amteparypol. M., 1984. T. 2. C. 338.
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cexpeTrHoe...» (14, 243). ITo ABSIBOABCKOE YMONKAHUE OCOOO0 3HA-
YMO B 3MM30AE AManora repea rnoe3apkoi B HepmamrHio: «...11pu-
6aBun OH, nomonuags <...> CMepAsIKOB oNsITL nomonuan <..> Ha-
CTYIMAO OMSATL MonuaHue. ITpomonuanu ayts He ¢ MuayTy» (14,
244). Ilpn atoMm AOCTOEBCKMUI UCITOAB3YET OCOODLI MIPUEM ANST
€ro yCUAEHMS: HEOAHOKPATHO YIIOMSIHYTO€e MOouaHUe TIepCoHaxa
COITPOBOJKAAETCS] €r0 HEBLICKA3aHHLIMM DelAMKaMM, aApeCcOBaH-
HpIMM JIBaHy. \bSIBOABCKMI XapaKkTep 3TUX 0e3MONGHBIX PETIAMK
MOAYEPKHYT T€M, YTO OHM «TPAHCAMPYIOTCSI», TOBOPSI COBPEMEH-
HDIM SI3BIKOM, Yepe3 nedvill raaz CMepAsIKOBa, a AeBM3HA, KaK U3-
BECTHO, ITPV3HAK HEYMCTOW CUADL:

«/\eBbIVT YyTDb NMPUIYPEHHBIN I'Na30K €ro MUran M ycMexancs, TOYHO
BbiroBapuBasi: “Hero maemn, He MPOVIAEIIb, BUAUIIL, 4TO O0OMM HaM,
YMHBIM NIOASIM, TIEPETOBOPUTD ecThb 4ero "» (14, 243).

OpaHaxo, Kak yske 6pin0 ckazaHo, GyHkyst CMepASKOBa B [IOITU-
Ke MOAYaHMSI ABOVICTBEHHA: AbSIBOABCKOE B HEM OOPETCSI C BBICOKUM
VCUXWYECKVM MOAYAHMEM, YTO OCOOEHHO 3aMETHO B IIOCAEAHEM AMA-
nore c VBaHOM, rAe MaTepuanbHBIM HOCUMTENEM BBICOKOTO MOAYAHMSI
cTaHoBuUTCs Bee Ta ke Kuura Cupuna. 3Aech Mbl CHOBA BO3BpalljaeM-
cs1 k Ha3BaHHoMy oTyy Cmepasikosa I'puropuro. Caenas I'puropmst
«MHOTrOAeTHUM» unTatenemM Cypuanmuna, \OCTOEBCKUIT TE€M CaMbIM
rpeABapsieT CheAyionjee TMOsIBAeHMe 3TOW KHuUrM B pomaxe. IIpon-
30MAET OHO OYeHb HECKOPO; MOXKET OBbITh, T03TOMY He Cpa3y BOCIIPU-
HUMAeTCsl TAYOMHHASI CBSI3b MEXAY 4TeHueM 'puropust u yreHuem
CmeppasikoBa. OAHAKO B 31M30A€ ITOcAeAHero cBuAanyst CMepAsIkoBa
¢ MiBanom Aocroescxuit mpuxout (1) nokasker nHam kumry Crpuna
MOYTU KyHeMaTorpapuyeckuM «KPYIHBIM MAQHOMY», TTOAYEPKUBASI
TeM ee 3HaUMMOCTh (15,58, 61, 67). MoMeHT PUHIIUITMAABHOM BasK-
HOCTU: TIOAOOHO TOMY, KaK B «Janore» \OCTOEBCKMI BAOSKMUA 3aIN-
cky Araau B Tom CepBaHTeca, 3AeChb OH CHOBA O€peT KHUTY CO CBOEV
IIOAKM U TIEpeAaeT ee U3 PYK B pyku reporo. Pazymeercs, Bbibop \o-
CTOEBCKOTO M B TOM M B APDYI'OM CAydYade Aaneko He caydaeH. Kaurom
Cupuna, kaurovt I'puropwmsi, npuemuoro orya Cmepasikosa, ocTo-
€BCKMI HAKPBIBAET I'PEXOBHBIE TPU TBICSYM, CAOBHO AAPYSI HAAEKAY
Ha packasiHue, a 3Ha4YUT — Ha MUAOCEPAME UM IPOIJeHMe BEAVKOMY
I'PENIHNKY — OTLeyOuiLie 1 caMmoyourile.

Taxnm 06pazom, Mbl paCCMOTPEAN — OY€HDb KOHCIIEKTUBHO — KOM-
MAeKC BAPMAHTOB BBICOKOI'O MOAYAHMS B MX ONITO3UIIMIM MOAYAHUIO
AbSIBOABCKOT'O McKymeHusl. Ho, kak y>e Oblno 3asiBAeHO, BLICOKOE
0e3MOABYeE, ITPU BCEVT €r0 3HAYMMOCTU — OTHIOAb HE €eAMHCTBEHHBIV
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TUIT MOAYAHMST B XyAOXKecTBeHHOM Mupe /\ocToeBckoro. Caeayio-
MV TUITOAOTMYECKUI KOMIIAEKC — meampbanvbHoe MONUaHue B TPeX
€ro UIToCTacsX: meambpanvHas naysda, Hemas cyeHd u nepeHoc Mo-
YaHus 6 kecm. XapakTepHBI ITPUMep TeaTPanbHOW May3bl — 3IA-
30/ KoHKAaBa B pome CTaBporuHa, rpe Bce MepCcoHa>ku, HauMHast
C HEro €aMoro, rnoo4YepeAHO BTATMBAIOTCS B 3QPEKTHYIO, TTIOAYED-
KHYTO TeaTpanbHy0 nay3y. CTaBpornH B OTBET HA HEOXMAAHHDIN
MPSIMOV BOTTPOC MaTepu 0 XPOMOHOXKe, «He OMGermué HU Cl06d,
TUXO MOAOINEA K MaMalie», T.e. OH MOAYEPKHYTO AEPXKUT Tay3y.
Mesxxpy Tem akijeHTHMpoBaHHoe MonyaHve CTaBporuHa rmovTu rur-
HOTUYECKY MePEHOCUTCSI Ha MaTh: OHA «TOABKO CMOTpena Ha Hero
<...> ellje OAVIH MMT, ¥ OHA He BblHeceT HensBecTHOCTH. Ho oH npo-
domkan monuamo». \anree CTaBpOrvuH pacripocTpaHsieT BCe TOT XKe
adpdekT yxxe Ha XPOMOHOXKKY, 3apaskast  ee CUHODOMOM MOAUAHUSA:
«Monua cMOTPSI B 3eMAIO, I'AYOOKO ITPUXPAaMbIBasl, OHA 3aKOBBINSING
3a HMM, TTOYTH MTOBMCHYB Ha €ro pyke». /\anee aTOT CMHADOM 3a-
XBaTBIBAET M0 «TIPUHIIUITY AOMUHO» APYTMX Y4aCTHUKOB KOHKAABA,;
cnepyiolast Ha ouepeAr — /\n3a: oHa «BADYT IIPUBCKOYMAA C Kpecna
<...> ITorom monua cena onsThb..». VI 3aTem — anogeo3s BceoOIero
MOAYAHUSL: ... 6C€ MOAUANU B UBYMAEHUM; MYXY MOSKHO OBINO YCABI-
marb...» (10, 146—147). Boinecst 3a CKOOKY Myxy, KOTOPASI CO3AAET
AOTIONHUTEAbHbIE MHTEPTEKCTyaAbHbIE ITEPEKAVNYKYU CMBICAOB, MOJK-
HO TOBOPUTbH O TOM, 4TO ITepeA HaMU OTIBIT SKaHPOBOVI MHTepdepeH-
yun: meambanvHas Hemas cyeHa 6 npose (ANST CpaBHEHMST BCIIOM-
HuM punan « PeBnsopay).

Ho He ycnieBaeT unTaTenn nepeBectu Ayx OT 3TOW HEMOW Clle-
HDI, KaK ero MpakTu4ecky 6e3 aHTPAKTa OKMAAET CAEAYIONIasl Tea-
TpanbHas naysa: monrdyanue CTaBpormHa rocae maToBCKON Momje-
ymubl. Hanomuum: CTaBpOrMH «OTAEPHYA CBOM 00€e pYyKM Hasap
U ckpecTun ux y cebst 3a cnmuon. O monuan, cmotrpen Ha [larto-
Ba 1 6aepHen Kak pybamkay. OTMedyeHa C TOYHOCTBIO AO CEKYHADI
MPOAOAKUTENBHOCTD May3bl: « Uepes AecsTh CEKYHA raasa ero CMo-
TpeAr XOAOAHO U <...> criokorHo» (10, 166). 3aech Mbl BBIXOAMM
Ha APYTOV IPUHIMITMANBHO BaXKHDIM B KATErOPUAABHOM IAAHE MO-
MEHT, & UMEHHO — Ha B3auUMOCBSI3b MONUAHUS U »ecma. PeanbHble
BOTINOIEHUST 3TOV B3aMMOCBsI3U OOnee 4eM MHOTOOOpa3HbI; MbI
B AA@HHOM CAy4Yae paccMaTpUBAaEM AUIIb OAVH M3 MHOXECTBA CAY-
4yaeB, KOTOPBIV MOXKHO OIPEAENUTb KaK MoaUuaHue ob6pamHozo xe-
cma, nu, eCAu MCIOAb30BaTh U3BECTHOe BbhipakeHne TypreHesa,
«obpaTHoe ob1jee MeCTO».
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Hanomunm:

«3Haere, 9yTo Takoe obpatHoe obmee mecto? Korpa yenosek Bao-
OneH, y Hero ObeTCsI CEPAIle, KOTAA OH CEPAMTCSI, OH KPACHEET U T. A. DTO
Bce obupe mecra... A \OCTOeBCKUI cKaXkeT HA0OOPOT: YeAOBEK N0be0-
Hen u ocmancs Ha mecme <..> IJTo OypaeT oOpaTHoe 061jee MeCcTo <...>

A€lIeBOe CPEACTBO..». "

Ecan BoiHeCTH 32 CKOOKM SIBHYIO arpecCUIO TYPreHeBCKOTO Bb-
rnaaa, To HeAb3sl He IPU3HATh, YTO OH 6€30IMO0YHO ormcan OAMH
U3 OTAUYUTENBHBIX MPUEMOB MO3TUKM MONYaHUST /\OCTOEBCKO-
ro. [TonaBeka cryctst aToT amm3oa «becos» (MpuveM CO CCHIAKO
Ha MIPUBEAEHHDINT TYPreHEeBCKUI TMaccask) MpUBAEYET BHUMAHME
IM3eHINTeNHA, KOTOPBIYI HA 9TOM MaTepuane, a TakKe HA MaTe-
puane ABYX amm30A0B 13 «MamnoTra» pazpaboTaeT HOBATOPCKYIO
KyHeMaTorpagMyecKkyro KOHILeNMIo Mu3aHxecta (Iepenoxe-
HJe B JKeCT) M MM3aHKaApa (repenoskeHye B Kapp) IO aHAAOTUM
C TeaTpanbHOM KaTeropmeyt Mmu3aHCLeHBbI (IlepenoskeHNe B Clje-
Hy ). HesaBepiiennas npeacmeptHast pabora «K Bonpocy mmsan-
CLJeHBI» IIpEACTaBAsieT cOO0M 06pasel] He TOAbKO FreHManbHOM MH-
Teprperanuu Tekcta /\0CTOEBCKOro, HO M KOHF€HUAaNbHOTO Iepe-
NOSKEHMSI €ro NOIMMUKU MONUAHUS Ha SI3BIK APDYTOro MCKyccTBa.

Chepyrommil KOMOAEKC TUIIOB MOAYAHMSI CBSI3aH C MTOTUKON
BHYTPEHHEr0 MOHOAOTA B €ro PasAMYHBIX Bapuanmsx. B aure-
paTypoOBeAEHUY OOBIYHO MPUHSITO BO3BOAUTH FeHE3UC ITOrO U3-
nrobnaenHoro npuema mopepHuctoB (Ilpycer, Askovic) raaBHbIM
o6pazom k moatuke Crenpanst u Tonacroro (BHYTpeHHME MOHOAO-
1 JKronvena Copenst, Aunbr Kapenntort). Yro ke kacaetcst Ao-
CTOEBCKOT0, TO UCCAEAOBATENM, KAK [IPABUAO, HE OTMEYAIOT B €r0
[03TVKe BHYTPEHHErO0 MOHOAOTA KaK TaKOBOro; IOKa3aTeAbHO,
HarpyuMep, YTO B M3BECTHOM CAOBape-CIPABOYHMKE IIOA PEA.
T'. K. ITenHnkoBa cTaThst 0O BHyTPEHHEM MOHOAOTE TTIPOCTO OTCYT-
ctByer.'" Mexay TeM, Kak HaAM KaXkeTCsl, Hal[pUMeP, MbICAeHHbIE
aBTOKOMMEHTapuM PackonbHMKOBA B €r0 MHTEANEKTYANbHDBIX AY-
aasix ¢ [Toppuprem MOryT ObITL OTHECEHDI UMEHHO K 9TOWM KaTe-
TOpPUM MMOITUKI:

4 Toncmoti C./\. Typrenes B Slcnon Iloasine // Tonoc munysmero. 1919.

Ne 1—-4. C. 233.

15 Cm.: duzenwmetin C. M. Uzbpannsle npoussepenus: B 6 .M., 1967. T. 4.
C. 723—-724.

16 NocroeBckuit: acTetnka u rmoaruka. Yeasbuuck, 1997. C. 263—265.
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«“3dTo uro eme!” — TpPeBOKHO MOAYMan PackonbHUKOBY;

«“3naer!” — MPOMENBKHYNO B HEM KaK MOAHMSY;

«“Xopomo an? HarypansHo anu? He nipeyBeanuna an?” — tpereran
po ce6st Packoabamkos» (6, 192—193).

PazopBaHHOCTDL 3TUX 6€3MOABHBIX PA3MbBIIINEHUIT HA OTAEAb-
Hble PETNAMKY, Pa3pyHIaroniast MIPUBLIYHDIE TTPEACTABAEHUSI O BHY-
TpPEHHEM MOHOAOre Kak 1JeAOCTHOM NOMoKe CO3HAHUS, HAa CAMOM
A€Ne C MaKkCUManbHOM aA€KBATHOCTBIO OTPa’kaeT CMSITEHHYVIO,
AMXOPAAOUYHYIO DA30PBAHHOCL CO3HAHUs TepcoHaxa. (Bcrom-
HUM PENAUKU CMEPASIKOBCKOTO «A€BOTO TAaza».) B aToit cBsian
MBI B O4Y€PEAHON Pa3 COIMIAEMCSI Ha DM3EHIITEeNHA U OTMETUM, YTO,
Pa3MBIIIASISI O TeHe3uce GHYMmbpeHHe20 MOHON02d B KOHIJETINN
«MHTENAEKTYaAbHOI'O KMHO», OH MPSIMO HAa3bIBAeT MMEHA ITpeAle-
CTBEHHUKOB: \OCTOEBCKMI U J\JKOVIC; «B SI3LIKOBOV KyXHE AUTE-
patypbl», 3aMedaeT JM3EHIITENH, OHU 3aHUMAAUCDH «TEM K€, YeM
s Ope>ky B OTHOIIeHUM 1aboPaTOPHDBIX U3BICKAHUIT B 0ONAACTU KU-
HOSI3BIKaY. "

BesmonsHviil Ouanoe 6AM3KO MPUMBIKAET K BHYTPEHHEMY MO-
Honory \octoeBckoro. OamH 13 Hanbonee ApaMaTUIHBIX TTPUME-
POB TAKOI'0 CABOEHHOT0, JUAN0208020 MOAYaHUs — pacckas Map-
menaposa o Tom, kak Const Karepune VMBaHOBHe «TPUAIIATD 11€N-
KOBBIX MOAYA BbIAOKMAA. HU croBeyka rpy 3TOM He BBIMOABUAA
<...> Karepnna JBaHOBHa, TaKk>Ke HM CAOBa He TOBOPSI, IOAOIIAA
K COHEYKMHOV [TOCTENAbKE U BECh BeYep B HOraxX y Hell Ha KOAEHKaxX
npoctosina...» (6, 17). be3aMoABHBI AManor repovHb MTOAHUMAET
CUTYAIUIO AO BLICOTBI TPArn3ma, OObIYHBIM CAOBECHDBIM AMANOTOM
HEBLIPA3UMOTO. 3A€Ch Mbl BBIXOAMM HAa MPOONEMY COOTHOIIEHMST
MOAYAHUST U TIOATEKCTA, MONYAHUST U BepOANBHOV HEBBIPA3UMO-
ctu. bansko Kk atomy npumsikaet curyanust Conn u PackoabHu-
KOBAa, KOTAa oHa 6e3 CAOB ITOHMMAEeT, KTO YOUA, U 3TOT IAAUIICUC
Npu3HaHusl, 3Ta GUrypa ymondanus 6oaee 4eMm aApamatudsa. JAnsi
cpaBHeHus1 (TOYHEE, AMSI [IPOTUBOIIOCTABAEHMS) BCIIOMHUM TOA-
CTOBCKUI 3TM30/ 6€3MOABHOTO 00 bsicHeHMsT B At06BM Kyt 1 e-
BUHA, KOI'AA CYACTbhe B3aMMOIIOHMMAHUSI CTOADL BCEOODbEMAIOIIE,
YTO AOCTATOYHO TOPOTIAMBO HAMMCAHHBIX ITEPBBIX OYKB.

O603Ha4YMM elje HECKOABKO TUIIOB MOAYaHMsT \OCTOEBCKOrO,
B Ka4eCcTBe MPUMEPOB TOABKO HA3bIBAST ATM30ABI M BbIHYKAEHHO
OITyCKasl IIUTAThI, TPOCTPAHHbIE KOMMEHTAPUM U T. A.

17 uzernwmenn C. M. Viz6paunbie mpoussepenns:: B 6 1. M., 1964. T. 1. C. 485.
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Monuarnue nopoea (sxsucmenyuansvroe u xpornomonnoe). Pac-
KOABLHVKOB MOAYA AepraeT KOAOKOABYMK Ha IIOpOre y CTapyXwu-
nponeHTmuIIb;; BenbuaHMHOB ¢ OemeHO ObIOMMMCST CEePAIlEM
MOA4Ya 3aTauACs Ha Iopore y cCOOCTBEHHOV ABepHM, a 3a ITOPOrOM
Muctydecky monunt Tpycoykun; Kupmuanos monunrt B crynope
Ha ropore cMeptH (mKkad Mpy 3TOM BLICTYAET KAk KOHTEKCTY-
aAbHBINT CMHOHMM ITopora). Bo Bcex rmepedncaeHHBIX CUTYASIX
MbI HAONAFOAdEM MOAYAHME TTEPCOHAXKA C SIPKO BBIPASKEHHBIM COOT-
BETCTBYIOMNM NOD020GbIM NOOMEKCHOM.

Cepvesro-cmexosoe monuanue. TakoBo, HanlpuMep, AeKAApU-
pOBaHHOE CaMMM IIepCOHa’keM MoaAYaHMe KkamuraHa /\eOsiAkyHa
(«Monuu, 6e3napexxtnoe cepaue!»), koropoe XpoHukep omnpepe-
AsteT peMapKown «c matetndeckoro npounerny (10, 140). CxopHbIM
o6pasoM «MoavyaT» u Apyrue myTtol locToeBckoro. VMx moaryaHmue,
KaK MpaBUNO, AOCTATOYHO PA3rOBOPYMBO U y>Ke TOITOMY KOMUY-
HO; OAHAaKO KOMM3M He OTMEHSIET TPAarm4eckoy COCTABASIIONIEN UX
YMOAYAHUMA UM HEAOMOABOK, B KOTOPBIX CKBO3UT OE€3HAAEXKHOCTD
CaM}X MOIIBITOK aA€KBATHO U3 BSICHUTDLCSI.

VIMeHHO 3TOT TUII MOAYaHMSI, HEB3UPAs] HA KOMU3M, BLIBOAUT
MondaHure \OCTOEBCKOTO Ha TIOTYEBCKYIO AeKAAPAIIMIO TPUHIIN-
MMManbHOV HEBBIPA3VIMOCTU MCTUHBI CAOBAMM, HEBO3MOSKHOCTU
OTKPBITBCSI B CAOBAX «ADYTOMY» U T.A. U T.11. OTCIOAA — HEOXU-
AQHHBIV AUIIDb HA TTePBbIN B3rAsiA BbiXoA B XX B. Ha Maprtuna by-
Oepa, a 3aTeM — Ha baxTuHa ¢ ero MaesiMmu AMasora M OAHOBpe-
MEHHO — CepPbe3HO-CMEXOBOV aMOMBaA€HTHOCTH.

Haxkownen, Heab3st He ckasaThb enje 06 OAHOM THUITe MOAYAHUS,
Ha 3TOT pPa3 CBSI3aHHOM HEITOCPEACTBEHHO C AMYHOCTBIO aBTOpPa-
TBOPLIA ¥ €r0 COJMAaAbHO-TIOAUTUYECKMM CTATYCOM; 3TO, YCAOBHO
roBOpsI, Monuanue xydoxHuka-meopya (yeHsaypHoe u npopoue-
ckoe). Benomuum ctpokm m3 mucbma NAocroesckoro 6pary Mu-
Xauny rnocne 3aMeHbl Ka3H! KaTOProwu:

«Heysxenn Hukorpa st He Bo3bMy mepa B pyku? <..> Boske mon!
CKOABKO 006Pa30B, BBIKUTBIX, CO3AAHHBIX MHOIO BHOBD, ITIOrMOHET, yrac-
HeT B MO€Vi FONOBe AU OTPABOM B KPOBU pasoabercst! \a, ecam Henb3st
ByaeT mucatp, s nornbéuy» (28, 163).

HeB03MOXXHOCTb TPETBOPUTD MOAUAHUE 8 CTI0G0 AASI TUIITYIIe-
ro paBHOCUABbHA TMOeNA. DTO COCTOSIHME ObIAO XOPOLIO 3HAKOMO
MHOTMM PYCCKMM AMTEPATOPAM KaK A0, TaK M rnocne \OCTOeBCKO-
ro; OHM He TIOHACABIIIKE 3HAAM IJeHy IacTepHakoBcKoro: «4ro
CTPOYKM € KPOBLIO youBatoT, /HaxAbIHYT ropaoOM — 1 yOBIOT...».
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Tloatomy AepmoHTOB dusnvecku (peannMsoBaHHAsT METOHU-
must!) gyBcTBOBan 3a [lymkuua: «[IpuroT meBija yrpom u TeceH,
M Ha yCTax ero rnevyatb»; He CAyYaiHO COBPEMEHHUKM BCIIOMMHA-
IOT, YTO B Te CTpalIHble AHM Y /\epMOHTOBa 6HONeNO TOPAO — Ha-
CTONBKO CUABHO, YTO OH 3aAbixancs. B Poccun moaTel Bcerpa sknuamn
M yMUpanu ¢ 3TUM GU3NYECKUM OIYIjeHMeM YAYIIbSI OT MOAYA-
Hust. Tak ymep, rnoTHYB 1JapcKoy BOAKM, Paauiies, MOHSIB, 4TO
nMcaTh eMy He A3AYT; MOATOPA BeKa CITyCTsl TaK yMep OT paka
ropaa rociae CBOMX CMepTeAbHbIX KoKTeraen Bennuka Epodees.
Bmecre ¢ Tem 3TO cocTostHME OAM3KO K ADYTOMY, BLICOKOMY TBOP-
yeckoMy 6e3MOABMIO; YCAOBHO rOBOPsl, 3TO Oe3monaue IIpopoka
B 11ay3e MesKAY « V1 BbIpBan rpeniHbiit MO SI3BIK» M CAEAYIONIeN aK-
e — «V >xano MyaApbIst 3MeN... BAOKUA...».

Boobme e B pycckom kouTekcTe XIX—XX BB. 3amMeTHO
HECKONBKO PAa3AMYHBIX MUNO0G MONUAHUS, TECHO MEXAY COOO0
MepenAeTeHHbIX. JTO, YCAOBHO TOBOPSI, 8blCOKOe MonuaHue (TioT-
yeBckoe «MbICAb M3pEYeHHAsT eCTh AOXKbB» ), MoAuaHue Ge3ymus
(mompummackoe «Monuaune! Monvaume!») n He MeHee 3HAUM-
MO€e COyUanbHo-nonumuveckoe monuanue (mymkuHckoe «Hapop
6e3monBcTByeT» ). MondyaHme BBICOKOTO THUITA BHYTPHU cebOsT TauT
OrPOMHBINT AMANAa30H ceMaHTUYeCKnx OTTeHKOB. Cropa MOXKHO
OTHECTHU, HaPUMeEpP, TOFOAEBCKOE AMPUKO-TIATPUOTUYECKOE OHe-
meHue o Poccun: «oHemena muvlcab ipep, TBOUM TTPOCTPAHCTBOM
" «HeckaszaHHoe» EceHnHa Kak 4yBCTBEHHOE ONIyIleHM e HEBLIPA3Y-
MOCTY BCeJ raMMBbl YyBCTB, BbI3BAHHBIX KPACOTOM PYCCKOW MTPUPO-
ABL; B 3TY KaTETOPUIO YKAAABIBAETCS M MOIJHBIV 06pa3 MasikoBcko-
ro «Yanija Kopunrtcst 6e3bsi3pikast...» Kak GpopMyna My4nuTeNbHOTO
MOAYAHUST KYABTYPbI, He HAIIEALIIEl CBOEro aA€KBAaTHOI'O SI3bIKA.

Yro kacaeTcst cOMaNbHO-MOAMTUYECKON PYHKIIUU, TO 3AeCh
Mbl HAXOAMM TaK>Xe OrPOMHLIVI AMANa3oH OTTEHKOB MOANYAHMSI
KOH(pOpMM3Ma,/HOHKOH(POpMM3Ma — OT TpuboepoBckoro «Mon-
4anuHsl GAaXKEHCTBYIOT Ha cBeTe» A0 popmyas 'annya «IIpomorn-
YUY — MOTAAEIIDb B CTyKa4m». [Ipy TaKOM B3TASIAE BBICBEYMBAIOTCST
CeMaHTU4YeCKre OTTEeHKM, AOCene He3aMedeHHble, — HarpuMmep,
ormmcanHast B «/\Byx xammranax» KaBepmna «Hemoma 6e3 eny-
Xomul» yuTaercs kak meradopa CMHAPOMAa TOTAAbHOI'O HEMOTO
cornaamarteabcTBa 3moxu craanHmuama. CamsiHMe 3TUX, Ka3anoch
Obl, AaneKUX APYT OT Apyra TUIIOB MOAYaHUsI HaxoAuMm y Man-
AeAbIITaMa, TAe MONUAHUE HOHKOHGODpMU3IMaA OopraHnMvyHoO obpe-
TaeT BBICOTY 20pHe20 MONUAHUsL, bICOKOU HeMmomubl: «\a oGpeTyT
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mou ycra / IlepBonauaabHyto Hemotry / Kak kpucraaamdeckyro
HoTy / UTO OT poskaeHust yncTaly.

O6pamnjasich K KOHTEKCTY «BOABIIOro BpeMeHu», MOXKHO 00-
Hapy>XUTb B HEM MHOY€CTBO BAapMaHTOB MOAYAHMSI, YCAOBHO
rosopst, ot « Tpourery Pybaesa mn Illexkcrimpa («/\anbHermee —
MOAYaHbe», UAM «\anblie — TUIIMHA» B ABYX PAaBHO I'€HMAaNb-
HBIX PYCCKUX TlepeBopax) Ao [lupaHaenno, B moaTuke KOTOPOro
Ba>KHEWMIYIO POAb UTPAET TaK Ha3blBAEMOE MOAUAHUE HeKCmd,
MA€esT «KHECKAa3aHHOCTM», HEBBIPA3VIMOCTU CAOBOM HIOAHCOB MBIC-
AM M 9yBCTBa. JTO OCOOEHHO 3aMETHO IPY COIOCTABAEHUM €ro
HOBEAA C MX aBTOPCKUMU TepepaboTKaMn B OAHOAKTHbBIE TTHLECHI,
rA€ CAOBECHOE MEPEBOAUTCS B HeBepOanbHOe — B MU3AHCIIEHY,
B JKECT, B TeaTPanAbHYIO M1ay3y; TEM CaMbIM I1epeOpackiBaeTCsl MO-
CTUK B CMEXXHBIE «1]exay, B TO3TUKy Yexosa 1 AocTOeBCKOrO.

B kyabType XX B. oTMeTMM Tak>Ke pOsKAeHMe KMHeMaTorpada
KaK «Be/lUK020 HeMO20», a 3aTeM yKe B 3BYyKOBOM KMHO — «JIBaH
T'po3Hbt» IrizeHIITeNMHA, 3HAKOBBIM KPYITHBIN NIAAH AAAOHM, 3a-
skyuMaroment pot: «Monun mpo nmopospeHme cTpamHoe...»; ApY-
re acrekTbl KMHeMaTorpapuvyeckoro mondaHmsi — «MaHam»
A. MakkeHApMKA KaKk T'yMaHUCTUYeCcKasl nmobepa AOOPOTHI HaA
Hemotont 1 «Crtpactu mo Auppero» TapkoBckoro xak HoBast 00-
pasHast Bepcusl BbICOKOro 6e3MonBusI icuxa3ma; HakoHel], « Mon-
YaHMe SITHSIT» KaK HeKuy uTor XX cTOAeTUsI.

Ho, 4T006bI He 3aKaHYMBATL HA ITOW >KYTKOBATOW HOTE, OT-
METMM, YTO MOAYAHME — OAHA M3 OCHOBHBIX KaTEropuil 3CTETUKU
MMOCTMOAEPHMU3MA, Y KOTOPOW, O4eBUAHO, €CTb MOIIHBIN TBOPYECKUI
noteHnuan (Hanpumep, B noatuke Bopxeca). Taxkum obpaszom,
y Haluern TeMbl GUHAA, OTKPLITBIV B OYAyIIee, M «MEPTBAST TUIIMHAY
eVl He Tpo3uT. Bo BcsAKOM cayyae, Te MOIJHBIE MAACTLI CEMaHTUKU
MOAYaHMSI, KOTOpble TauT B cebe Hacnepre \OCTOEBCKOro, IPOYHO
BITasTHHBIE B MMPOBOY KOHTEKCT, CAY>KAT rapaHTu1en 3Toro. "

" K Beankort ckopbu cocTaBuTener cO0PHMKA M BCeX HAC, BLICOKO YBaKAIOMVX
paborsl nokorHo Purer Kaeriman, Mbl AMIIMAKCH BO3MOXKHOCTY YUTATH IIPOAOA-
SKeHMe AaHHOV CTaTby AOporou Hamert koaneru. OHa ¢ papOCTBIO COrnacunach
IPEAOCTAaBUTbL AASI HacTosiero cbopHmka 6oree 0OBLEMHYIO CTATBIO, Y€MY I1O-
Melranu ee Tspkenast 60Ne3Hb M CKOPOIOCTVDKHASI CMePTh. /A\Asl HAaC MpeACTaBAsI-
eT co60 0coOYIO 1JeHHOCTb 3TA, [10 BCeN BEPOSITHOCTH, ITOCAeAHsIst paboTa PuTst
Knaernman. — OT pea.
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ST. ANDREW OF CRETE
AND DOSTOEVSKY’S GREAT SINNERS

The problem with the Epilogue to Crime and Punishment

The ending of Crime and Punishment has become the subject of
incessant controversies. Some scholars claim that the Epilogue is an
artificial appendix to the novel, and thus a reflection of the writer’s
failure. They argue that the religious conversion of the arrogant Ras-
kolnikov is unexpected, unpersuasive, and implausible. Konstantin
Mochulsky’s reaction is especially harsh: the renewal «is promised,
but is not shown. We know Raskolnikov too well to believe this “pi-
ous lie"».! Like Mochulsky, Lev Shestov does not believe in Raskol-
nikov’s moral resurrection.” In the opinion of Ernest Simmons, the
moralistic ending of the novel and the protagonist’s metamorphosis
are not sufficiently motivated; they are «neither artistically palatable
nor psychologically sound».”* Michael Holquist points to a disjunc-
tion between the temporal structure of the novel and its Epilogue.*
Joseph Frank formulates his observations in the following way:

«It would be a daunting task to find an adequate artistic image of a pos-
sible new Raskolnikov. This task could hardly be undertaken in his brief
concluding pages; and so the Epilogue, if by no means a failure as a whole,
invariably leaves readers with a quite justified sense of dissatisfaction».’

! Mochulsky K. Dostoevsky: His Life and Work / Trans., with an introduction
by Michael A. Minihan. Princeton, 1967. P. 312.

2 Shestov L. Dostoevskii i Nitsshe. Berlin, 1923. P. 71—72.

5 Simmons E. J. Dostoevski: The Making of a Novelist. London, 1940. P. 152—
153 (rpt. London, 1950).

4 Holquist M. Dostoevsky and the Novel. Princeton, 1977. P. 100—101.

5 Frank J. Dostoevsky: The Miraculous Years, 1865—1871. Princeton, 1995.
P. 147.

© K. Blank, 2011

255



Ksana Blank

Other scholars defend the Epilogue. Thus, Gary Rosenshield
undertakes an analysis of its narrative structure to show the
continuity between the text of the novel and its final section.®
He demonstrates that Raskolnikov has the potential for a spiri-
tual transfiguration, and argues that this potential motivates
his transition to a «new life». In Rosenshield’s view, the role
of any novelistic epilogue is to create a sense of closure. As he
writes, «for everything in it is designed to give a note of fina-
lity and a sense of resolution to that which has proceeded». The
Epilogue of Crime and Punishment, in his view, supports this
general rule.” In a more recent article, entitled «In Defense of the
Epilogue of Crime and Punishment», David Matual proceeds
analogously, considering all those episodes that serve as links
between the text of the novel and its ending. He points out that
Raskolnikov’s compassion for the humiliated and the injured,
his disgust toward the crime he committed, and his childhood
reminiscences create the psychological motivation for his future
resurrection.®

It can be argued, however, that the question of Raskolnikov’s
moral renewal at the end of Crime and Punishment remains open.
The issue of the protagonist’s resurrection is complicated by the
fact that he does not repent. In the Epilogue Dostoevsky writes
that Raskolnikov tried to convince everybody that he sincerely re-
pented (raskaialsia):

«And to the question of what precisely had prompted him to come and
confess his guilt, he answered directly that it was sincere repentance [ chis-
toserdechnoe raskaianie]».’

We know that the jurors took Raskolnikov’s argument on faith:

«That he had not made use of what he had stolen was attributed part-
ly to the influence of awakened repentance [raskaianie], partly to the not

6 Rosenshield G. Crime and Punishment: The Techniques of the Omniscient
Author. Lisse, 1978. P. 110—131.

7 Ibid. P. 117.

8 Matual D. In Defense of the Epilogue of Crime and Punishment //
Fyodor Dostoevsky’s Crime and Punishment (= Bloom’s Modern Critical
Interpretations). New York, 2004. P. 105—114.

9 Dostoevsky F. Crime and Punishment / Trans. by Richard Pevear and
Larissa Volokhonsky. New York, 1993. P. 536. All further citations from Crime
and Punishment will be taken from this edition with the page referenced in
parentheses.
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quite sound state of his mental capacities at the time the murder was com-
mitted» (536—537)."°

But a few lines down Dostoevsky insists that Raskolnikov does
not repent:

«If only fate had sent him repentance [raskaianie] — burning repen-
tance, that breaks the heart, that drives sleep away, such repentance as tor-
ments one into dreaming of the noose or the watery deeps! Oh, he would
have been glad of it! Torments and tears — that, too, was life. But he did
not repent [ ne raskaivalsia] of his crime» (544)."

The word «repentance», used in this passage numerous times,
demands close examination. Russian has two words for «repen-
tance» — pokaianie and raskaianie, derive from the same root and
often are used interchangeably. Their difference, however, is impor-
tant. The word raskaianiie describes the state of the soul; it is an
internal regret about a committed sin (similar to the English word
«remorse» or «contrition» ). Pokaianie is used in two senses. It des-
ignates the act of confessing one’s sins and admitting one’s guilt,
and thus represents a single moment of verbal expression."? Theo-
logically, pokaianie may also imply a lengthy spiritual journey. In
its second sense of a process, pokaianie implies a spiritual re-orien-
tation, which in Greek is called metanoia — «a fundamental trans-
formation», «a radical change of one’s mind and thoughts». The Or-
thodox tradition does not contain the Western idea of penance. Its
rough equivalent — epitimmia (Greek and Russian) — implies not a
punishment imposed by the church authorities, but a way of spiri-
tual healing, an internal passage of the soul toward the restoration
of its wholeness. In the Orthodox Church, repentance is timed to
coincide with Great Lent and is exercised through prayers and fast-
ing.

What is crucial, however, is that in spite of the differences be-
tween raskaianie (a deep feeling of remorse) and pokaianie (a con-
fession of one’s guilt), these two notions are interdependent. In and
of itself neither guarantees a successful radical turnabout. Here we

10" Ttalics are mine. — K.B. In Constance Garnett’s and David Magarshack’s

translations of the novel the word raskaianie is rendered as «repentance». Jessie
Coulson uses the word «remorse» in his translation.

' Ttalics are mine. — K.B.

12 Gzhegorchikova R. O raskaianii, pokaianii i drugikh aktakh, sviazannykh s
chuvstvom viny // Sokrovennye smysly: Slovo. Tekst. Kul'tura: Sbornik statei v
chest’ N.D. Arutiunovoi / Red. Iu. D. Apresian. Moskva, 2004. P. 560.
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confront the dialectic of repentance: telling the truth about one’s
misdeed without experiencing contrition empties the ritual of its
content. Equally, a feeling of remorse is only the first step; without
verbalizing one’s guilt, without a ritualized act of repentance, meta-
noia cannot occur.

Raskolnikov confesses his murder to Sonya and to the police
and kisses the earth in the Haymarket Square. These three confes-
sional acts make the reader expect that Dostoevsky is leading his
protagonist to a spiritual metamorphosis, to some kind of religious
epiphany. It is important, however, that Raskolnikov does not feel
contrition and does not intend to plead guilty before God. In the
Epilogue he questions himself:

«Now, what do they find so hideous in my action? .. That it was an
evildoing? What does the word “evildoing” mean? My conscience is clear.
Of course, a criminal act was committed; of course, the letter of the law was
broken and blood was shed; well, then, have my head for the letter of the
law... and enough!» (544).

Significantly, Raskolnikov keeps the Gospel given to him by So-
nya under his pillow, and does not open it.

Robert Belknap tackled the theme of «unrepentant confessions»
in Dostoevsky,"” differentiating between two types of confessions:
apologetic («I did it and I was right») and repentant («I did it and
it was wrong, I am sorry»). As Belknap shows, the speeches of the
Underground Man and Fyodor Karamazov belong to the category of
«unrepentant confessions». This observation is very keen, and the
list of Dostoevskian «unrepented confessions» can be continued:
the petit jeu in The Idiot, Stavrogin’s confession to Tikhon in The
Deuvils, the dead people boasting about their sins in the short story
«Bobok». In light of Belknap’s observation, it can be said that Ras-
kolnikov’s case is not unique.

And yet Raskolnikov clearly differs from other Dostoevskian cha-
racters who confess but do not repent. This difference is suggested by
the very title of the novel. The question of what constitutes Raskol-
nikov’s «punishment» is not as simple as it may seem. Is it the ju-
rors’ verdict? Siberian exile? The labor camp? Or is it Raskolnikov’s
internal feeling of failure? His physical and psychological weariness?
The bankruptcy of his ideas and plans? To be sure, all these constitute

15 Belknap R. The Unrepentant Confession // Russianness: Studies on a
Nation’s Identity. Ardis, 1990. P. 113—122.

258



St. Andrew of Crete and Dostoevsky’s Great Sinners

parts of his punishment. But the acme of Raskolnikov’s crisis, an ex-
perience that turns out to be the most unbearable for him, is revealed
symbolically in his apocalyptic dream.

Lying in bed in a Siberian hospital, Raskolnikov dreams that
the whole world is doomed to fall victim to some terrible pestilence
spreading from Asia to Europe, when «everyone was to perish, ex-
cept for certain, very few, chosen ones. Some new trichinae had ap-
peared, microscopic creatures that lodged themselves in men’s bo-
dies» (547). People contaminated by this virus become possessed
and go mad, unable to tell good from evil. They gather into armies
and begin to kill each other. There are «only a few people who could
be saved; they were pure and chosen, destined to begin a new gene-
ration of people and a new life, to renew and purify the earth; but no
one had seen these people anywhere, no one had heard their words
or voices» (548).

As with all dreams in Dostoevsky, this one is many-layered.
The imagery of a military invasion of Europe echoes Raskolnikov’s
Napoleonic plans. The motif of violence and spilled blood ties in
with his earlier dream about being a child and watching a horse
beaten to death, a dream that filled him with revulsion toward his
planned crime. The idea of contaminating the whole world with a
small particle of sin has intertextual resonances — it is fully realized
in Dostoevsky'’s story The Dream of a Ridiculous Man. Although
Raskolnikov does not repent, his dream shows that internally, and
perhaps subconsciously, he is tormented by a feeling of guilt. His
dream suggests that Raskolnikov’s unrepentent sin begins to con-
taminate the whole world, and the absence of people who could pu-
rify the earth clearly reflects his own inability to become pure. It
is thus significant that his delirium takes place during the time of
Great Lent, the traditional period of repentance, which is meant to
lead to a renewal.

Let us now draw two extra-literary connections and consider
two texts which shed additional light on the Epilogue of Crime and
Punishment. These texts belong to different literary traditions and
time periods, but both focus on the issue of repentance. One of them
is the Great Canon of St. Andrew of Crete, the most famous peni-
tential text of the Orthodox Church. Another is a late sixteenth-
century Legend of an Incestuous Man (Legenda o krovosmesitele),
which claims that the author of the Great Canon of Repentance was
a sinner who became a saint.

259



Ksana Blank

Andrew of Crete, a sinner and a saint

Composed in the seventh century, the Great Canon of
Repentance (Velikii Pokaiannyi Kanon) is still sung every year
in the Orthodox Church during the first and fifth weeks of Great
Lent. Its authorship is attributed to St. Andrew, a Byzantine
hymnologist and the archbishop of Crete. Consisting of 250
odes, the Canon contains numerous images from the Old and
New Testaments, but its emotional tuning and deep lyricism
give it a very personal flavor. In this highly poetic text, the
process of repentance acquires the form of a double dialogue.
The author of the Canon addresses God, asking him to cleanse
him and to forgive his sins. Simultaneously, he admonishes his
soul, addressing it as many as a hundred times, asking his soul to
«make confession to God», «to abstain from past brutishness»,
and «to offer to God tears of repentance»." He invokes his soul
to «be watchful» and «be full of courage».”” Over and over again
he exclaims:

«My soul, O my soul, rise up! Why art thou sleeping? The end draws
near, and soon thou shalt be troubled».'®

In Dostoevsky’s time, just as in our time, as well as centuries
ago, this ancient text was known to all Orthodox believers. What
is even more significant for our discussion is that Dostoevsky
perceived the Great Canon as one of the best examples of
Orthodox spirituality. In the notes to his Diary of a Writer, he
contrasts two types of humanity («gumannost'»): European
and Russian. In Dostoevsky’s words, the former is shaped by the
chivalric code of honor and the principles of the Enlightenment;
the latter is oriented toward inner accomplishments: overcoming
one’s pride and restoring spiritual wholeness. Dostoevsky
addresses his opponents twice, suggesting that they read
the Canon of St. Andrew of Crete in order to be enlightened
spiritually, not just intellectually.”

14 Mathewes-Green F. First Fruits of Prayer: A Forty-Day Journey Through
the Canon of St. Andrew. Brewster, MA: Paraclete Press, 2006. P. 3.

15 Ibid. P. 69.

16 Tbid. P. 105.

17 See Dostoevsky F. Zapisnaia tetrad’ 1875—76 goda // Dostoevskii F.M.
Poln. sobr. soch.: V 30 t. Leningrad, 1982. T. 24. P. 184 and 195. References will be
made to this edition with volume and page numbers.
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St. Andrew of Crete was familiar to Dostoevsky’s contem-
poraries not only through the text of the Canon, but also from the
Byzantine life of this saint, in which Andrew is presented as an
ascetic and a man of faith. Curiously enough, this hagiographic
work was not as popular in Russia as an Old Russian folk
version of it, in which Andrew is presented as a great sinner (a
debauchee and a murderer), who became a great saint.” This
legend, with the generic title The Tale of St. Andrew of Crete,
was written anonymously at the end of the sixteenth century.
In the seventeenth through nineteenth centuries, it circulated in
Russiain five redactions, each having dozens of versions.” At the
beginning of 1860, two versions of it, both entitled The Legend
of an Incestuous Man, were published in Monuments of Old
Russian Literature (Pamiatniki starinnoi russkoi literatury),
compiled by the Petersburg historian Nikolai Kostomarov.?

Here is a brief summary of the legend’s plot. Before the
protagonist is born, his parents learn from an oracle that their son,
named Andrew, will kill his father, marry his mother, and corrupt
three hundred maidens. When Andrew is born, his father tells his
servants to baptize the baby, cut his belly, and throw him into the
sea. The child survives in the waters and finds his way to a convent,
where nuns nourish him with goat’s milk. When the boy turns
fifteen, he begins to seduce nuns young and old, thus corrupting
three hundred maidens, some of whom yield to him «voluntarily»,
others «involuntarily». Eventually they grow angry and chase him
away. Andrew travels to Crete, where he is hired as a gardener,
without suspecting that his master is in fact his father. As luck
would have it, while doing some work in the garden, Andrew
accidentally kills his master (namely his father) and soon marries
the man’s widow (his own mother). After the wedding, the woman
notices traces of a healed wound on the belly of her young husband

18 Romodanovskaja E. K. Russkaia literatura na poroge novogo vremeni: Puti
formirovaniia russkoi belletristiki perekhodnogo perioda. Novosibirsk, 1994. P. 39—40.

19 See Belobrova O. A. Andrei Kritskii v drevnerusskoi literature i iskusstve //
Trudy otdela drevnerusskoiliteratury. SPb.; 1999. T. 51. P. 206—220, and Klimova
M. N. Opyt tekstologii povesti ob Andree Kritskom. Drevnerusskaia rukopisnaia
kniga i ee bytovanie v Sibiri. Novosibirsk, 1982. P. 46—61.

2 Legenda o krovosmesitele // Pamiatniki starinnoi russkoi literatury,
izdavaemye grafom G. Kushelevym-Bezborodko / Pod red. N. Kostomarova.
SPb., 1860—1862. Vyp. 1—4; vyp. 2, 1860. P. 415—417.
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and asks him about the origin of the scar. Andrew tells her the story
of his childhood, which makes her lament and wail:

«I am not your wife, but I am your mother; you, my beloved son
Andrew, killed your own father in my garden».

The mother advises Andrew to leave the house, find a
confessor, and confess his sins. Andrew seeks out a priest, but the
priest refuses to forgive the incestuous man. Andrew reproaches
the priest for not understanding the essence of Christianity:

«Christ came into the world to call sinners to repentance; but you, Mas-
ter, do not want to forgive me in my sins».”

Seeing that he cannot persuade the priest to forgive him,
Andrew kills his confessor. The same ill luck befalls a second
priest, and then a third as each refuses to accept Andrew’s
confession and forgive his sins.

In desperation, Andrew makes plans to see a bishop and
threatens the inhabitants of Crete:

«If I am not forgiven, I will go to a faraway country to the czar’s horde
and will gather a great army, and will burn the city of Crete, and will take
its inhabitants into captivity, and will kill the bishop. The Gods and our
God, the lover of mankind, do not want the death of sinners and expect
them to repent».?

Frightened by Andrew’s words, the bishop tells him to come
see him together with his mother, and gives them both moral
instruction. After that, the wise bishop orders that a cellar be dug
in the ground, where Andrew will be put in chains and locked up.
He promises Andrew that as soon as the cellar is filled with earth,
his sins will be forgiven. Andrew spends thirty years in the cellar,
and during these years he composes the Great Canon, «which is
sung during Great Lent». After being freed from the underground
prison, Andrew hands the text of the Canon to the bishop. The
bishop reads the Canon aloud to all Orthodox people. At that
moment the great sinner receives forgiveness, and when the
bishop dies, Andrew is appointed the new bishop of Crete.

Published twice (both times in two versions) at the beginning
of 1860 — first in Kostomarov’s collection and then in the March
issue of the literary journal Sovremennik — the legend and the

21 Ibid. P. 416.
2 TIbid. P. 416—417.
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image of its protagonist, Andrew of Crete, became very popular
in Petersburg literary circles.” In the same March issue of
Sovremennik, the famous critic Nikolai Dobroliubov published
an essay on the Russian clergy and signed it with the pseudonym
Andrei Kritsky (Andrew of Crete).” The ironic flavor of this
pseudonym was much appreciated by his contemporaries who
knew that Dobroliubov had converted from Christian Orthodoxy
to radical Socialism. In 1872 the legend was published once again
in Kostomarov's Historical Monographs and Investigations
(Istoricheskie monografii i issledovaniia).”

After his return to St. Petersburg from Siberia at the end of
1859, Dostoevsky avidly absorbed the literary developments of the
time, and it is clear that The Legend of an Incestuous Man did not
escape his attention.” The works he wrote in the 1860s and 1870s
contain many motifs of this legend. Thus, for example, the major
conflict in The Adolescent comes from the fact that its protagonist,
Arkady Dolgoruky, as a boy is abandoned by his parents. The plot
of The Brothers Karamazov is based on a story of a parricide. An-
drew’s fate echoes in the plotlines of all three brothers Karamazov,
abandoned by their father. Like Andrew, Alyosha spends his youth
in a monastery. Like Andrew, Dmitry plunges into debauchery. Like
Andrew, Ivan rebels against religious authorities.

Several components of the legend’s plot are conspicuously present
in Dostoevsky’s conception of his novel The Life of a Great Sinner
(Zhitie velikogo greshnika) — a project that he developed but never
carried out. According to Dostoevsky’s plan, the protagonist of this
novel was meant to be a «13-year old boy, who had participated in
a criminal offence, already fully conscious and debauched (razvitoi i
razvrashchennyi)».” The early youth of this character was supposed

% Iz mogil'nykh predanii. Legenda o krovosmesitele / Publikatsiia N. I.
Kostomarova // Sovremennik. 1860. V. 80 (March). P. 209—229.

24 Zagranichnye preniia. O polozhenii russkago dukhovenstva. (Razdel
Sovremennoe obozrenie) // Ibid. P. 1—19.

% Kostomarov N. I. Istoricheskie monografii i issledovaniia. SPb., 1872. T. 1.
P.313-315.

% Kostomarov's collection also contained The Legend of a Drunkard, which
had influenced Marmeladov’s plotline in Crime and Punishment. See Lotman
L. M. Romany Dostoevskogo i russkaia legenda // Russkaia literature. 1972. N 2.
P.129—-141.

27 Dostoevsky F. Letter to A.N. Maikov from 25 March 1870 // Dostoevskij
F.M. Poln. sobr. soch. T. 29,. P. 118.
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to have taken place in a monastery.” The whole plot of The Life of a
Great Sinner was conceived as a progression from crime to repentance
and salvation. Dostoevsky’s plan was never realized, but according
to a general agreement among Dostoevskian scholars, the central
motifs of this project formed the basis of his novels The Devils, The
Adolescent, and The Brothers Karamazov. As Konstantin Mochulsky
writes, «Dostoevsky’s majestic conception The Life of a Great Sinner
is the spiritual center of his work: like a subterranean spring, with its
waters it nourishes his great novels».”

To paraphrase Mochulsky, we may say that the Old Russian
legend about the sinner-saint Andrew of Crete is an even deeper
subterranean spring that nourishes Dostoevsky’s great novels.
The legend conveys two ideas that would become central in the
writer’s religious philosophy. According to the first one, man’s
way to God may lie through sin and crime. The second idea
specifies and complements the first: in and of itself the fall does
not guarantee resurrection. The radical turnabout (metanoia)
may be achieved only through a long process of repentance.

The legend contains noticeable traces of European sources — the
ancient Greek myth of Oedipus and the medieval German Legend
of Pope Gregory. But as a whole, it is dominated by the Eastern
Christian spirit in its focus not so much on sudden and unexpected
changes of fortune as on the belief in the omnipotence of repentance
as a spiritual feat with the potential to redeem the most terrible
sins. It reflects a seemingly strange correlation between the fall
and the resurrection. The Orthodox scholar John Chryssavgis
formulates this theological idea in the following terms:

«The greater the fall, the deeper and more genuine the repentance and
the more certain the resurrection».*

Russian folk belief expresses it similarly in the proverb:

«If you don’t sin, you can’t repent; if you don’t repent — you can’t
achieve salvation [Ne pogreshish’ — ne pokaesh’sia; ne pokaesh’sia — ne
spasesh’sia]».

However simple, short, and outwardly sacrilegious, the
Old Russian legend of St. Andrew contains a philosophical

2% Tbid. P. 117.

2 Mochulsky K. Dostoevsky. P. 403.

% Chryssavgis J. Repentance and Confession in the Orthodox Church.
Brookline, 1990. P. 6.
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interpretation of sin and repentance. It seems to suggest the
same idea: extremes are interrelated; the more terrifying the
sin, the more dynamic the way back through repentance. It also
seems to claim that the lyrics of the Great Canon of Repentance
could not have been composed by a righteous man. Such powerful
poetry could have been born only in the soul of a person who had
touched the very bottom of the abyss of sin. Finally, the legend
demonstrates that repentance is a process, and the mere act of
verbalizing one’s guilt is insufficient. Andrew of Crete confesses
to one priest, then to a second, and then to a third. Not receiving
a remission of his sins, he continues to commit terrible crimes,
thus proving that his confessions lacked the temporal dimensions
of repentance as a journey. His genuine repentance takes place
during his thirty years of imprisonment. Only after spending all
that time beneath the earth, holding long conversations with God
and his own soul and composing the Great Canon, is Andrew
forgiven. The legend masterfully illustrates that repentance is a
liminal state. It requires a slow pace and prolonged solitude.

In Russian Christian culture the name St. Andrew of Crete
is associated with the name of another liminal persona — St.
Mary of Egypt (sixth century) — a former harlot who had spent
forty-seven years in repentance in a desert and after her death
was canonized as a saint. Their names are connected because the
Great Canon includes forty odes glorifying Mary, and her vita is
traditionally read together with the Canon. Her life mentioned
in Dostoevsky's novel The Adolescent might have influenced
images of female sinners in his other works: Sonya Marmeladova
in Crime and Punishment, Nastasya Filippovna in The Idiot, and
Grushenka in The Brothers Karamazov.

According to her vita, St. Mary’s spiritual journey begins at
the door to a temple, which she tries to enter but cannot as she is
pulled back by some invisible mighty force. After several attempts,
she gives up, realizing that her unclean life bars her entrance. As
she stands weeping, she sees an icon of the Theotokos above
her and begins to pray to the Mother of God that the entrance
of the church be opened to her. The door opens and she enters
the temple. Mary’s crossing of the temple’s threshold is symbolic.
Here the beginning of repentance is associated with the image of
an open door, of exiting one sphere of life and entering another.
This liminal, threshold status of repentance is reflected in many
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Christian Orthodox texts, including the famous lenten Byzantine
hymn Open to Me the Doors of Repentance (Russian Pokaianiia
otverzi mne dveri).”

Let usrecall the particular significance that Bakhtin ascribes to
the chronotope of the threshold in Dostoevsky’s works. Although
Bakhtin does not attach any moral significance to the crossing of
a threshold, he emphasizes that «Dostoevsky always represents a
person on the threshold of a final decision, at a moment of crisis,
at an unfinalizable — and unpredeterminable — turning point for
his soul».”

Raskolnikov at the Doors of Repentance

As is often noted, etymologically, the Russian noun «crime»
(prestuplenie) relates to the idea of «threshold crossing»,
«stepping over», and «transgressing». In Raskolnikov’s case,
it means stepping over moral borders. In light of what has been
said about the liminal status of repentence, we may conclude
that Raskolnikov’s passage is bounded by two thresholds. In the
beginning of the novel, we see him at the threshold to a crime.
In the Epilogue, he is at the door to repentance. The liminal
condition in which he is left in the Epilogue is unstable. We know
that having committed the crime, Raskolnikov, as he himself
claims, could not step over the first threshold:

«The old woman was merely a sickness... [ was in a hurry to step over
principle, but I didn’t step over, I stayed on this side» (274).

It is not clear whether Raskolnikov will be able to step over the
second threshold and repent. According to Dostoevsky, a sinner
may return to God. But this sphere of potentiality is shaky and
full of loopholes: it does not imply the automatic transformation
of potentiality into actuality. As Dostoevsky points out in the
Epilogue, Raskolnikov’s transformation is the subject of another
story:

«Seven years, only seven years! At the beginning of their happiness
there were moments when they were both ready to look at those seven years
as if they were seven days. He did not even know that a new life would not

31 Insome translations from Greek it is rendered as «the Gate of Repentance».
32 Bakhtin M. Problems of Dostoevsky's Poetics / Ed. and trans. by Caryl
Emerson. Minneapolis, 1984. P. 61.
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be given him for nothing, that it still had to be dearly bought, to be paid for
with a great future deed...

But here begins a new account, the account of a man’s gradual renewal,
the account of his gradual regeneration, his gradual transition from one
world to another, his acquaintance with a new, hitherto completely un-
known reality. It might make the subject of a new story — but our present
story is ended» (551).

The expression «only seven years» with the italicized word
«only» becomes less disturbing when one recalls two other lengthy
sojourns — St. Andrew’s thirty years in the cellar and St. Mary’s
forty-seven years in the desert.

The novel ends with a scene in which Raskolnikov and Sonya are
looking at each other, speechless:

«They wanted to speak but could not. Tears stood in their eyes. They
were both pale and thin, but in those pale, sick faces there already shone the
dawn of a renewed future, of a complete resurrection into a new life» (549).

The way Raskolnikov and Sonya are depicted in this final scene
is reminiscent of an icon, on which St. Andrew of Crete (a former
sinner) and St. Mary of Egypt (a former harlot) are depicted to-
gether.

Raskolnikov’s throwing himself at Sonya’s knees in the Epi-
logue is only an initial moment in his potential spiritual rebirth.
«The dawn of a renewed future» that shines in their pale faces
gives promise of salvation, but the question whether the first ray
of dawn will lead Raskolnikov to a full renewal is not answered in
the novel. In the Epilogue, Dostoevsky hints at two possibilities: a
positive and a negative outcome, both presented metaphorically in
Raskolnikov’s visions. One is delineated in his delirium, mentioned
earlier — the apocalyptic picture of the world perishing from a
strange plague caused by «some microscopic creatures». A positive
potentiality is encoded in his vision of the Golden Age, a picture
of a sun-bathed steppe with nomadic yurts (549). Raskolnikov’s
two visions — nocturnal and diurnal, one of the end of the world
and the other of its new beginning — function in the Epilogue as
two omens of two contrasted potentialities. These two mirror-like
possibilities create a sense of balance in the Epilogue, and also of
its openness.

In this respect, the controversy in Dostoevsky’s scholarship
about the Epilogue of Crime and Punishment, mentioned in the be-
ginning, only proves that the ending of the novel is open and thus
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allows various interpretations. Both camps are right — those who
see a possibility of Raskolnikov’s renewal and those who doubt that
he will be or was reborn. The legend of St. Andrew of Crete shows
that repentance is a mystical process — it takes a long time and
occurs in the darkness, in places where one is left alone and has a
chance to enter into dialogue with one’s soul.



Bnaoumup 3axapos

TTOSTUKA ITAPAAOKCA
B «<AHEBHMKE ITMCATEAS» AOCTOEBCKOI'O

«AHeBHMK IIncarenss» Bo6pan B cebsl BECh MPeAIIECTBYIONNIA
OIBIT MTUCATENBCKOV M PEAAKTOPCKON paboTnl \OCTOEBCKOTO, €0
SKAaHPOBBIX MCKaHMi M oTKpuiTui. CTpeMaeHMe aBTOpa K TeMa-
TUYECKOMY Pa3HOOOPA3UI0 €3KeMeCSYHBIX BBLIMTYCKOB HEU30eXXHO
npuBeAo J\OCTOEBCKOTO K YHUBEPCANM3MY SKAHPOBOM CTPYKTYPbI
«COYMHEHVS, eT0 JKaHPOBOV AHITUKAOTIEAMIHOCTHA.

Denveronnast ocHoBa «/\HeBHuka [lucarenss» B TOM BuAe,
B KOTOPOM OHa caoxkmunach K 1876 r., npearionarana cBOOOAHYIO
KOMIIO3UINIO, (PeAbeTOHHBIN CTUAL, POMaHM3aMIo PaxkTa, ycra-
HOBKY Ha AMAanor aBTopa U YUTATEAS, YYIUTEALCTBO U ITPOITOBEAD
B CMCTEMe OTHOIIEHUM «Pro et contray.

KaroueBon purypon skanpa cran ABTop.

JKaHpoBble MCKaHMST M OTKPLITUSI [\OCTOEBCKOTO CTOSIT B PSIAY
XYAOXKeCTBeHHbIX ToncKoB Ilymkuua («EBrenuit Ownermny,
«Table-talk» ), ['oroast («BeiGpaHHble MecTa 13 TTEPETVICKA C APY-
3psiMm» ) u Axmarosont («IToama Ges repos»). Hakonen, camoe
raaBHOE: MMcaTenb yYUTBhIBaA onblT Beunort Kuurn.

J\OCTOEBCKMI B ITONHOV MepPe BOCIIPUHSIA XYAOXeCTBEHHbBIN 3d-
dexT cBOGOAHOM KOMMO3uiM «EBrennst OHermnHay, BOCIIONb30-
BanCsl TAKUM M300peTeHMEM 1103Ta, KaKk «popma naaHay.' B mym-
KMHCKOM «POMaHe B CTUXaX» MTPOTUBOPEIMBO COBMENEHDI ABA ITAA-
Ha — «POMaH repoeB» M «POMaH aBTopay. ABTOP OAHOBPEMEHHO
TBOPUT ABAa POMaHa: [ePBLIF POMaH IMPEACTABASIET CYALODI TePOEB;
cBoeOoOpa3Hasl MmepcriekKTuBa AMPUYECKUX OTCTYIAEHUIT BTOPOTO
poMaHa pacKkpbIiBaeT BCeAeHCKUIT obpas pycckoro mupa u Poccun.

! DTOT NPpUMHUMI KOMIIO3UIUU MYMIKMHCKOTO «POMaHa B CTUXAX» PACKPBIT
B crarbe: Bouapos C.I. Popma naana // Borpocs anrteparypor. 1967. Ne 12.
C.115—-136.

© B.H. 3axapos, 2011
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Ananormyno B «/\HeBHuKe Ilucareas» J\ocTroeBcKkoro: B aB-
TOPCKOM ITOBECTBOBAaHMM BO3HMKAET 3¢ PEKT pOMAHU3AINN JKAH-
pPa, BO3HMKAET CBOEro poAa POMaH (QenbeTOHMUCTA, KOTOPBIN pac-
KpbIBA€T TBOPYECKYIO U IPAKAAHCKYIO KM3Hb aBTOPA, CO-Obltue
aBTOpa M YMTATEAs] B UICTOPUM U COBpeMeHHOCTHU. B «/A\HeBHMKe
TTucarens», kax B « EBrervn Ouernue» [lymkuna, poman aBropa
BOMpaeT B ceOs1 «poMaH repoen», HO Yy \OCTOEBCKOI'O 3TO PEAY-
IMPOBAHHbBIA POMaH: OH Pa3bUT Ha OTAEAbHbIE XYAOKEeCTBEHHbIe
3TMMU30ABI, PACCKA3bI, KManeHbKME KAPTUHKIW», aHEKAOTBI, ITAAHDI
IMOBECTEN M POMAHOB, XapaKTEPDbI CBOMX U 9YXKUX AUTEPATYPHDIX
repoeB U UCTOPUYECKUX AUL], MOTUBBI, CFOSKETDBI; B Xy AO>K€CTBEH-
HOM 11€A0M «/\HEBHUKA» AOMUHUPYET «POMAH aBTOpa».>

B XX B. OXO>K1 >KaHPOBLIN AKCIIepUMeEHT rmoBrTopmuna A. Ax-
MaToBa. 3aAyMaB 1MoaMy 0e3 reposi, AXMaToBa CO3Aana IeAeBp,
B KOTOPOM MPEACTAaN MOAAMHHBIV TePOI MO33UN U TIPO3LI — cam
Astop. OHa BbiBena ABTOpa M3 TE€HU repoes, A0Ka3and, YTO BO3-
MO>KEH NF0OO0M, B TOM YMCAE M SIMYECKU, SKaHp 0e3 repost, HO HET
moamsl 6e3 ABTOpa.

B coBpemeHHOM AMTepaTypHOM OOMXOAE HE MOHUMAIOT aAB-
TOpCKMe 3arnaBust J\OCTOEBCKOTO, UCIIPABASISI MX T10 MKOAbHBIM
npaBuaaM. [\OCTOEBCKUI He CAyYarHO Ha3Baa CBOE€ COYMHEHMe
«AHeBHMKOM Ilucarens». OH co3HaBan cebst He TPOCTO MuUcaTe-
nem. OH TIpUAan CBOeMY peMecny OHTonormveckuit cmbica. OH
ObIA He TONBKO COYMHUTENEM UAU POMAHUCTOM /\OCTOEBCKUM — B
«/\HEBHMKE» aBTOP MPe0OPA3UACS: OH IIPEACTAN [TepeA YTATENEM
ITucarenem. MMeHHO 3TOT 2DDEKT YBNAEK YMTATEAEN, COCTABUA
COKPOBEHHBIN CMBICA €r0 XYAOKECTBEHHBIX OTKPBLITUIT B HOBOM
SKaHpe MUPOBO AMTEPATYPDI.

B «AHeBHuke ITncarens»» \OCTOEBCKMIT KPUTHUYECKI TTEPEOCMBIC-
MMM «HeyAady» AyxoBHoM IporioBean 'oroas. Kak u mHOrne cospe-
MEHHUKU, OH cYnTan « BoiOpaHHbie MecTa U3 MePEerCcKy C APY3bsIMID
TBOPYECKOW HEYAAYEl aBTOPA 110 ITPUINHE ero HEMCKPEHHOCTU:

«3aBonakmBaTbes B oonaka Beaytuust (ToH [oroast, Hanpumep, B “Ile-
permcKe ¢ Apy3bsiMn " — ecTb HEMCKPEHHOCTDb, 4 HEMCKPEHHOCTDb Ad>Ke
CaMbI/1 HEOIIBITHBI YUTATEAD Y3HAET 9YyThEM. 31‘0 TiepBoe 4To BI)IAaeT».3

2 Tloapo6Ho 06 aTOM cM.: 3axapos B. H. Cucrema sxanpos \ocroeBckoro: Tu-

ronorust u nostuka. /., 1985. C. 190—204.

5 Mocmoesckutt @. M. Tloan. co6p. cou.: B 18 t. M., 2004. T. 16, xu. 2. C. 246.
J\anee cCbIAKM Ha AQHHOE M3AAHME, COXPAHsIONjee ABTOPCKYIO MYHKTYalMIo,
B TEKCTe C yKa3aHWeM TOMa M CTPAHMIIDL.
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06 atom AocrtoeBckun Hanomuua M. C. AkcakoBy B myucbme
ot 4 Hos16pst 1880 r., TOCBSITUB €ro B MAAHBI ITPOAONKUTH U3AAHVE
«AHeBHuka Ilncarensr» B HoBom 1881 r.:

«BaM Apy’KecKky IMPU3HAIOCDL, YTO, IPEANIPUHMMAST ¢ OYAYIIEro roaa
“AHeBHMK” (Ha AHSIX TIYCKao OODBSIBAEHME) YACTO M MHOTOKPATHO Ha
KOAEHSIX MOAMACS yke bory 4To6 Aan MHe cepAlle YMCTOe, CAOBO YMCTOE,
GesrpemHoe, HepasApakUTeAbLHOe, He3aBucTAnBoe» (16,, 246).

J\OCTOEBCKIIT CIIPABEAAMBO TTOAATAN, YTO OMACHO MPOM3HOCUTD
MOCAeAHEE CAOBO YOESKAEHWUI, BBITOAHEE MONYATD, 4€M KPACHOPEYMBO
roBoputb. O6 3Tom oH nrcan Be. ConoBbeBy, 00DBSICHSISI COKPOBEHHOE
3HavYeHMe UIOHbCKOTO Bbitycka «/\HeBHuKa [Tncarens» 3a 1876 r.:

«Sl HMKOrAQ ene He TO3BOASIA cefe, B MOMX MTUCAHUSIX, AOBECTU HEKO-
TOpble MOU YOEKAEHUST AO KOHIIa, CKa3aTh camoe nociedHee croBo. O anH
YMHBIM KOPPECTIOHAEHT 13 IMPOBUHIIMY YKOPSIA MEHSI Aa¥Ke, 9TO 1 O MHO-
roM 3aBO3KY peyb B [\HEBHIMKE, MHOI'O€ 3aTPOHYA, HO HUYETO €ellje He AOBEN
AO KOHIIAa 11 060APsiA He poOGeTh. M BOT s1 B3sia Aa M BbICKa3an MOCAEAHEe
CNOBO MOMX YOEXAEHUIT — MedTaHMI HacYeT POAM M HaszHaveHus Poc-
CUM CPEAM YENOBEYECTBA U BHIPA3UA MBICAB, YTO ITO HE TOABKO CAYYUTCSI
B OAvKayiieM OyAyIeM, HO yyKe M HaunHaet cObBaTbest. VM 9To ke, Kax
pas CAYYMAOCH TO YTO 51 IPEAYTAABIBAN: AAXKE APYYKECTBEHHBIE MHE rase-
ThI M UBAAHUST CEIYAC JKe 3aKPUYAAM, YTO Y MEHSI IapapOKC Ha Mapapok-
ce, a MpoYMe KYPHAABI AakKe ¥ BHMMAaHUSI He 00pAaTUAM, TOTAA KaK, MHe
KaskeTcsl, sl 3aTPOHYA CaMblif BaXKHEMIIUIT BOITPOC. BOT 4TO 3HAYUT AOBO-
AMTB MBICAD AO KoHIJal» (16,, 308).

ITpnunHy MoA0OHOTO HEMMPUSITUSI CBOUX 3aBETHDLIX YOEKAEHUI
JAocToeBcku BUAEN B POPME M3NOKEHUS MBICAEN:

«ITocraBbTe KaKOM YrOAHO MapapoOKe, HO He AOBOAMTE €0 AO KOHIIA,

M Y Bac BBIIAET M OCTPOYMHO, M TOHKO, 1 comme il faut, noBeanTe >xe
MHOE PUCKOBAHHOE CAOBO AO KOHIIA, CKa>kuTe, HATIPUMED, BAPYT: “BOT
3TO-TO U ecTh Meccust”, MpPsIMO ¥ He HAMEKOM, ¥ BAM HUKTO He ITOBEPUT
MMEHHO 3a Ballly HAMBHOCTh, UMEHHO 32 TO, YTO AOBEAU AO KOHIIA, CKa3a-
AM caMoe IMOoCAeAHee Ballle CAOBO. A BIIpOYEM, C ADYTOV CTOPOHBI, €CAM 6
MHOTME M3 U3BECTHEMIINX OCTPOYMIlEB, BoabTep Hampumep, BMECTO
HacMellek, HAMEKOB, TONYCAOB M HEAOMOABOK, BAPYT PEIIUAUCH ObI BbI-
cKa3aTh BCE, 4eMy OHU BePSIT, OKa3anu Obl BCIO CBOTO ITOAKAAAKY Pa30M,
CYIIHOCTDb CBOIO, — TO, [IOBEPHTE, VI AECSITOV AOAU TIPEXXHET0 3ddexTa He
crskanay 6ul. Mano Toro: Hap HMMM Obl TOALKO IIOCMESIAMCD. \a 4enoBeK
L

1 BOOOII]e KaK-TO He AIOOUT HM B Y€M [TOCAEAHETO CAOBA, “M3PedyeHHON
MbICAM, TOBOPUT, 4TO: Mbicab n3pedeHHast ecTb A0Kb» (16,, 308—309).

B «\ueBHuke Ilncarensr» J\ocTOEBCKMIT OCO3HAHHO U B TO K€
BPEMsI OCTOPOYKHO Ill€A HA PUCK ITPOUBHECEHUS] «NOCAeOHe20
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C7106a», WCIIOBEAV CDEeAM HaCMENIHMKOB, IPOIOBEAU CPEAU
HepOOpOsKenaTeney, IPOAOASKMB CBOVI AaBHMI, elje C COPOKO-
BBIX TOAOB «ITPOIJECC CO BCEIO HAlley AMTEePaTypolo, SKypHana-
MM M KPUTUKAMMY.

JOCTOEBCKMII He CKpbIBan 3aAaHHBI XapakTep MOAOOHBIX
IIpMEMOB:

«SI HAPOYHO MOCTABUA MOIO MBICAL PEGPOM U SKeAaHUS] MOU AOBEA AO
yAeana MmovTH HEBO3MOXKHOTO. Sl AyMan, 4TO MMEHHO Ha4as ¢ abcypaa
u crany rousitHeey (12, 361).

BaskHyro ponb B SKaHPOBOM €AVMHCTBE DUTOPUKM M MOITUKU
«AHeBHMKa [Incarens» urpan napapokc MAKM, Kak BLIPA3UACS CAM
JoCcTOeBCKUI, «TapaAOKC Ha mapaapokcey.*

B napapokce cnoBo OTYYKAEHO OT CYIJHOCTH, TTOHSITME KOH-
danxryer ¢ ssBrervem. Ecan mapapokcy npuparts npsimoe (van
OykBanbHOe ) 3HAYeHME (YTO MPOUCXOANUT CAMIIKOM 4acCTO ), BO3-
HMKaeT Hepaspelmmmoe MPOTUBopeune, abCypAa, Npu 06Cy>KAeHUN
60OroCcNOBCKMX BOITPOCOB — €PECh.

YV JocToeBcKkoro mnapapokc Obia 000CTpeHMeM IPOOAEMBI,
BBI3OBOM 3ApaBOMYy cMbIcAy. Ero mapajpokcbl NpOTUBOpEYUMAU
OO0IeNPUHSTOMY MHEHUIO, BBI3bIBAAU «OOpaTHOE 00ljee MeCcTo»
(o metkomy u si3BuTeAbHOMY 3ameuannio V. Typrenesa).

V MHOrmMx aBTOPOB MapajOKChl AeT'KO MPEBPAIAIOTCSI B TPIO-
V3MBI.

He tak y JAocToeBckoro: ero nmapapoKkcbl CO3AaI0T UHTPUTY,
MOAENMPYIOT 3(P@PEKT COKPATUYECKOrO AMANOTA, POXKAAIOT OCO-
ObI1 THIT Tepost (ITapapOKCAAMCT ) Y AMTEPATYPHYIO MACKy aBTO-
pa, CTAaHOBSTCSI KOMITIO3UIJMOHHBIM ITPUHIJUIIOM OOBSICHEHMSI 3a-
BETHBIX 1 COKPOBEHHBIX MAEN aBTOPA.

B rexcrax JocTOEBCKOro cAOBO napadoKkc BriepBble BCTpeya-
eTcst B ero rnokasaHmsx 1o Aeny IlerpameBckoro m 3HameHyeT
OTpe3BAEHME HEAABHEro (QypbepucTa OT IMOAUTUYECKOT'O MedU-
TATeAbCTBA, [1EPEOCMbBICAEHVE Y OCMBICAEHVE VM CBOEN CYABODI:
«I10 MOeVI MAee, — Tcan MOACAEACTBEHHBIV, — AYYIIe [TyCTb MHOWN

4 Tloppo6Hee 06 3TOM OCOGEHHOCTM MYyOAMIIUCTUYECKOTO U TIOAEMUYECKOTO

ctunst \ocroesckoro cm.: 3axapos B.H. 1) «Ilapapoxc na napapoxce»: \octo-
esckuit o 6yaymem Poccnn // XX Bek raazamu \octoesckoro: ITepcriekTuBer ye-
nosevectBa. Marepuannt MeskAyHapPOAHOV KOH(MEPEHIIMN, COCTOSIBIIENCST B YHU-
Bepcurere Tubo Snonus, asrycr 2000. M., 2002. C. 313—322; 2) Vuurscst Poc-
cvnt.... // Nocmoesckuit @. M. ITonn. co6p. cou.: B 18 1. M., 2004. T. 12. C. 395—411.
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roOpsIYMI IapapoKc, MHOe COMHEHME MAET Ha CYA APYTUX (KOoHed-
HO He Ha MAOMaAb, & B IPUSITEALCKMIA KPYT ), 4€M OCTAETCSI BHYTPU
yenoBeka 6e3 Boixopa. O6mmit cniop roaesnee yepHenust. Mcrum-
Ha BCerapa HaBepX BCIABIBET, Y 3APABbIA CMBICA OAEPKUT TTO0eAY;
Tak st CMOTPeA Ha 3TU COOPaHMSI M HA OCHOBAHUM TAKOTO B3TASIAQ
xoama mHOTAA K [leTpamesckomy» (2, 382).

B cBoux nokasanusix \OCTOEBCKUI CTPEMUACS YOEAUTD CAeA-
cTBUe, 4TO coOpaHus [leTpameBckoro He OMacHbl, YTO HUKTO He
CTaBUA 3apady «rpuMeHeHnst cucteMbl Pypbe K Hamemy obrye-
crBeHHOMY ObITy». Cucrema Dyppe, yOesxxpaer AOCTOEBCKUIA,
«BpeAHAa, BO-TIEPBbIX, yKe M0 OAHOMY TOMY, 4YTO OHa CUCTeMa.
Bo-BTopbix, Kak HM u3sIHA OHA, OHA BCE >Xe YTOIMsI, camasl
HecObITOUHAS (2, 384). Pypbepn3sm, «kBMECTE C TEM U BCSIKAST 3a-
rmajpHasi CMCTeMa, Tak HeyAOOHBI AAST HAIIIEN TOYBbI, TAK He 10 06-
CTOSITEABCTBAM HAIMM, TaK He B XapaKTepe HallUu — a C APYron
CTOPOHBI AO TOTO MOPOXKAEHMe 3araad, A0 TOTO MPOAYKT TaMOIII-
Hero, 3arnaaHOro MONOYKeHUsT Belllell, CpeAr KOTOPOro paspera-
€TCsl BO 4TO ObI HM CTAN0 IPOAETAPCKUIT BOITPOC, YTO (PypPbepu3M
C CBOEI0 HACTOMYMBOIO HEOOXOAMMOCTMIO B HACTOSIIEE BPEMsI
y Hac, MEKAY KOTOPBIMU HET MTPOAETAPUEB, ObIA ObI YMOPUTEALHO
cvemon» (2, 384—385). U BuiBOA:

«I‘IF:II(OHGLI7 10 MO€MYy MHEHMIO, HM OAMH IapapOKC, CKOALKO MX
HM OBINO, He MOT YAEP3KAaThCsI AOATO caM cob010, cBouMu cunamu. Tak Hac
yunt ucropus» (2, 385).

Kak ¢opma BbicKasbIBaHUsI MTAPAAOKC IPOSIBASIETCSI B TAKUX
XapaKTepPHbIX OCOOEHHOCTSIX CTUAST \OCTOEBCKOro, Kak aHTUHO-
MUY, aAOTU3MbI, OKCIOMOPOHBI, UT'PA CAOBAMU U TPOITAMMU, HO €T0
MapajpOKChl BBIXOASIT 3a TTPEAEABI OCTPOCAOBUSI M OCTPOYMUSI, CO-
craBnaeHust 6GOHMO 1 KaraMmOypoB.

WMx mHOrO B Tekctax \OCTOEBCKOrO.

B nmapapoxkcanbHOM Cy>KA€HUM TTOBECTBOBATEAS] B «3aIMCKax
n3 MeptBoro /\oma» coBMeIjeHbl ABe MPABAbI B OTHONIEHMN Ha-
pOAa K NeKapsiM:

«Hapo npusnatbes, MHOTO nekapert Ha Pycu monb3yroTcst A1060BbI0
M yBaXKEHWEM MIPOCTOTO HAPOAA U ATO, CKOABKO 51 3aMETUA, COBEPIIEHHAsT
IipaBaa. 3HHIO7 YTO MOM CAOBA ITOKAaXYTCsI [TapaAOKCOM, 0COOEHHO B35B
B cooGpaykeHue BceobIjee HeAOBEpHe BCETO PYCCKOTO MPOCTOTO HAPOAA
K MEAVIIIVMHE U K 3aMOPCKMUM AekapctBamy» (3, 388).
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O cBoeM TOBapumiie M0 OMCKOM KaTOPre IMOAbCKOM PEBOAIOIIN-
onepe Mocude BorycaaBckom aBTop nycan:

«Mpr ¢ HUM 60OATaAM; TOBOPUAM OO HAIIMX HAAEXKAAX, YOESKAEHUSIX.
ChaBHbBIV ObIA OH YeN0BEK; HO YOESKAEHMSI ero MHOTAA ObIAY OY€Hb CTPaH-
Hble, MCKAKYMTEeAbHDbIE. JacTO y HEKOTOPOrO pa3psipd AOAEN, O4YeHb
YMHDBIX, YCTaHABAMBAIOTCSI MHOTAA COBEPLIEHHO IapajOKCanbHbIE T0-
usitmst. Ho 3a HMX cTONBKO GLINO B KM3HM BLICTPAAAHO, TAKOIO AOPOTOI0
[JEHOIO0 OHU AOCTaAMCDh, YTO OTOPBATLCSI OT HUX YK€ CAUIIKOM GONBHO,
IMOYTU HEBO3MOKHO. B-Kuit ¢ GOABIO MPMHMMAan KaXKAO0€ BO3pa’keHMe
M C eAKOCTbIO OTBedan MHe. BripoyeM BO MHOromM MO>KeT ObITb OH ObIn
M rpaBee MeHsI, He 3HAaI0; HO Mbl HAKOHEI] PACCTAAUCh U ITO OBINO MHe
oYeHDb 6ONBHO: MBI YK€ MHOTO paspeanan smecte» (3, 455).

B onenke NocroesBckoro naen AobpontoboBa, HaIpuMep, «4a-
CTO OLIBAIOT MAPAAOKCANBHBI M OTAMYAIOTCST OAHMM BasKHBIM HEAO-
CTAaTKOM — KabOMHETHOCTHIO». OTIITOHEHT yIIpeKaeT KPUTUKA:

«¥Y Bac 1MoYBa BLICKOAb3HYAA U3-TIOA HOT, TOABKO YTO BbI IIAT TT€PBDI
CTYIMAM ANSI AOKA3aTEeAbCTBA Balllero Henernoro napaaoxca» (4, 398).

Kus3b MpliknH B pa3MblIIA€HUSIX O CBOEN 0OAE3HM «BCE-TaKU
AOIlle, HaKOHeL], AO YPEe3BBbIYarHO IMapaAOKCanbHOTI'O BLIBOAAY,
4YTO ero 60ne3Hb He coBceM HONE3HDb, B 3A0POBOM COCTOSIHUM OHA
MIPEACTABASIETCSI «B BBICIIEN CTEIIeHY rapMOHMeEN, KpacoTOW, AdeT
HeCABIXaHHOEe M HerajaHHOe AOTOAE YYBCTBO IOAHOTBI, MepBI,
MIPUMMPEHMS] 1 BOCTOPKEHHOI'O MOAMTBEHHOT'O CAMTMS C CAMBIM
BBICIIIMM CMHTE30M XXU3HW», «3TO AEVICTBUTEALHO “KpacoTa M MO-
anTBa”, <...> 3TO AEMCTBUTENBHO “BLICIINIT CMHTE3 SKU3HM "» (8,
172).

V Hac He MOTepsin OCTPOTHI HE3ABEPIINEHHBIN CITOP O XPUCTE
M MICTMHE, KaK MOHUMATDL CMMBOA Bepbl J\ocToeBcKkoro.’ V3BecT-
Hble cnroBa J\OCTOEBCKOTO (GOPMYAUPYIOT MapapoKc O «Xpucre
BHE VICTMHDI»:

«$I ckasky Bam mpo ce0s1, 9TO 51 — AUTSI BeKa, AUTSI HEBEPUSI 1 COMHEHMST
AO CcMX TIOp U Aaxke (51 3HAKO 3TO) A0 rpoboBort kpbimky. Kakux crpam-
HBIX MYY€HUJ CTOMAA M CTOUT MHE TeIrlepb 3Ta KaXkAa BEPUTb, KOTOPasi TeM
CHABHEE B AYIIe MO€e, 4eM 60Aee BO MHE AOBOAOB MPOTUBHLIX. M 0pAHAKO >Ke
Bor nocbinaer MHe MHOrAQ MMHYTDI, B KOTOPBIE 5T COBEPIIEHHO CITOKOEH;

5 Cwm., nanpumep: Tuxomupos B.H. O «xpucronrormm» Aocroesckoro // M\o-
croeBckuit: Marepuanst u mccnepoBanmst. CI16., 1994. T. 11. C. 147—177; Ko-
menvHukos B. A. Xpucroanyest octoeBckoro // AOCTOEBCKMIT ¥ MMPOBASI KYAb-
typa: Aapmanax. CIT6., 1998. Ne 11. C. 20—28; Kacamkuna T.A. «Xpucroc BHe
mctuHbl B TBOpYecTBe \ocToesckoro // Tam sxe. C. 113—120; u op.
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B 3TM MMHYTBI I NFOOAIO, M HAXO3KY YTO ADYTMMM AIOOUM, U B TAKMe-TO M-
HYTBI 5T CAOXKUA cebe CUMBOA BEPbI, B KOTOPOM BCE ANSI MEHSI SICHO U CBSITO.
ITOT CMMBOA OYEHD MPOCT, BOT OH: BEPUTDb YTO HET HUYETO IpEKpaCHeEe,
ray6ske, cumna< T >4yHee, pa3yMHee, My>KeCTBEHHee 1 cOBepleHHee Xpu-
CTa, M He TONBKO HET, HO C PEBHMBOIO AT0OOBDBIO TOBOPIO cebe 9TO U He MO-
skeT 6piTh. Mano Toro ecan 6 KTO MHe AOKa3an 4YTO XPUCTOC BHE UCTUHDI,
u deticmeumenvHo 6oIn0 ObI 9TO MCTUMHA BHE XPUCTA, TO MHE AyYIlIe XOTe-
N0Cb OBl 0OCcTaBaThCst cO XpUCTOM Hexxean ¢ uctuuomy (15, 122).

B HepaBHO OMyOAMKOBAHHOM CTAThe O 3arnaBHON OYKBe B Py-
kormcsx « \HeBHuKa [Tucarens», B Tom uyncae o croBe «MceTmHay,®
H.A. TapacoBa 3aapana Bompoc, Kak CAOBO «MCTUHa» HAMMCAHO
B aBrorpage mmucoma ocroeBckoro H. \. @onsusmnnon.” Mory
OTBETUTH: CAOBO UCIMUHA HAMMCAHO C ManeHbKOW OYKBBI; 3TO
He Ta McTtuHa, koTopast BOupaet B ce0sl BCIO TOAHOTY PEAUTHO3-
HOTr'0 3HaHMSI, B KOTOpoV Xpuctoc 1 ectb McTuHa.

To4HO Tak ke ¢ ManeHbKOM OYKBBI CAOBO UCIMUHA Harevara-
HO B ABYX pepaxknusix pomaHa «beco», B koropom IllaTos npu-
crpacTHo cripamuBaet CtaBporuHa:

«— Ecan 61 BepoBann? — Bckpuuana IIlatos, He o6paTus HM Manen-
ero BHMMaHmst Ha npocb0y. — Ho He BbI AM roBOpPMAYM MHE, YTO €CAM Obl
MaTeMaTU4eCKM AoKa3anm BaM, YTO MCTMHA BHE ){pI/ICTa7 TO BbI ObI COrAa-
CUAUCBH AY4Ille OCTaThCsl co XpucTom Hexkenn ¢ uctuHon? 'oBopuan Bu
a10? F'oBopuan?» (9, 176).

B oramume oT KpUTMKOB M AUTEPATYPOBEAOB, J\OCTOEBCKUI
He IJUTUPOBAA CBO€ COOCTBEHHOE IMMCbMO, OCTAaBIIeecsl Ha py-
kax y POoHBU3MHOM, He CBEPSIA HAMMMCAHHOE C paHee CKa3aHHbIM,
He CPaBHMBAA M He aHAaAM3MPOBaA pasHble pepakiyn. OH nucan,
YTO AYyMan, U €CAU MTOBTOPSIACS, TO IIOTOMY, YTO MBICAb ObIAA BbI-
HOIIIEHA, B €€ IIPaBOTe OH ObIN YOEeKAEH.

B ¢popmyne «Xpuctoc BHe UCTUHDBIY UMEETCS B BUAY MCTUHA
KaK Hay4yHbIN (aKT, KOTOPBIIT MOSKHO MaTeMaTU4YeCcky AOKa3aTh,
HO B KOTOPBIV HENB3sI YBEPOBATD.

CxopHbIM 00pa3om 3ta MbICAL («XPpUCTOC BHE MCTUHBLY),
HO B MHOW IOCTaHOBKe («Hayka BHe XpUCTa») MpeACTaBAeHA
B Habpockax K (peBpanbCkO-MapTOBCKMUM BBIMYCKaM «/\HeBHMKA

5 Tapacosa H.A. 3nauennie 3arnaBHoOV OyKBbI B HAOOPHOM PYKOIMCU pac-

cxaza «Con cmemnoro venosexa» («AHeBHMx miucarens» ®@.M. AocToeBckoro
3a 1877 rop) // Pycckast amreparypa. 2007. Ne 1. C. 153—166.
7 Tamxe.C. 161.
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TTucarens». AocTOeBCKUIT TPOPOYMA, 3aASIBASISI HEMCITOAHEHHYIO
TEMY OAHOTO 13 OYAYIIMX HOMEPOB:

«— Pea]\bHOCTb M MICTMUHHOCTDL Tpe6OBaHMI;I KOMYyHM3Ma 1 coumnanma-
Ma 1 HeI/I36€>KHOCTI) eBpOHeﬁCI{OFO MIOTPSICEHUST. — HO TYyT HAyKa — BHE
Xpucra 1 ¢ ToAHOM Bepoyt. \ONKHDI OBITH OTKPBLITH TAKME TOYHDIE yiKe
Hay4YHbIe OTHOLIEHUSI MEXXAY AIOAEV VI HOBBI HDABCTBEHHDIN MTOPSIAOK —
(HeT NnfOOBM eCTb OAMH 3TrOM3M, T.e. 60pbOa 3a CylecTBOBaHMe ) — HayKe
BePSIT TBEPAO».®

DT paccy>kKAeHUsT MOAPOOHO PasBUTHI \OCTOEBCKUM B €ro
Pa3MBIIIAEHUSIX O MATEMATUYECKUX M HAYYHBIX AOKA3aTEALCTBAX,
KOMMYHU3ME U COIManu3Me, XpUCTUAHCTBE M HAYKE, CTAPOVT U HO-
BOW MOpanu.

OHM 0OBSICHSIIOT MBICAB U ITOAXOA /A OCTOEBCKOro K mpobaeme.

«— Marematnyeckoe BepoBaHye camoe TPyAHO yBepsitonjee. Poma
yBepoBan IIOTOMY 4YTO >Kenan yBepoBaThb. 51 He Jkenan yBepoBaThb U He MOo-
Bepun» (PTAAU, ¢. 212, omi. 1, ep. xp. 15, r. 126).

BapuanT:

«— MaremaTnyeckuM AoKaszaTeAbCcTBaM TPYAHO Beputh» (Tam ke,
n. 135).

JOCTOEBCKMI MPOTUBOTIOCTABASIET HAYKY U BEPY:

«XpUCTMAHCTBO >XK€ HAlpoOTUB Hanubonee MPOBO3raaliaeT CBOGOAY
nmaHocT. He cTecHsTeT HMKakMM MaTeMaTMYeCKMM 3aKOHOM. Bepyi,
ecan xodennb, cepatiem» (Tam ke, n. 136).

JoCTOeBCKMI OTAAEeT AOAKHOE HayKe, HO, 110 €r0 MHEHUIO, ee
BO3MO>KHOCTM OTPaHNY€HHDI:

«Hayka ecTb Aen0 BennKoe, HO BCEro YeAOBEKA OHA He YAOBAETBOPUT.
Yenosexk obmupHee cBoert Haykn» (Tam sxe, n. 131).

8

PTAAN, . 212, om. 1, epa. xp. 15, a. 131. Nanee ckazano: «Hayxka B Hamem
BeKe OIpoBepraeT BCe B NPeXXHeM BO33peHun. Bcsikoe TBoe s>kenaHme, BCSIKMIA
TBOW I'PeX ITPOU3O0ILIEA OT TBOMX HEYAOBAETBOPEHHBIX MOTPEOHOCTEN, CTAAO OBITD
X HAAO YAOBAETBOPUTE. PapnkanbHoe onpoBepykeHe XpyucTMaHCTBA U €r0 HpaB-
CTBEHHOCTU. XPUCTOC-A€e He 3HaA Hayku. <Ilodebx mekcma: BCSIKMI TBOM Irpex ~

aunueii: CAM XPYMICTOC BEAMT, M EIIJE AOATO ITPOMAET IIOKA —
CMOTPU.> HenpemeHHast nOTpeBGHOCTb HOBOM HPABCTBEHHOCTH (MO0 e AMHDBIM
xnebom He O6yaeT xuB yenosek ). — CoOCTBEHHOCTDb, CEMbSI, YBEPSIIOT OHU, Aep-
Kanach AMIIb HA CTAPOV HPABCTBEHHOCTU. 3aKOH HEOOXOAMMOCTM/HAYKMU/ UM
3akoH Aro6Bu? Ho 3aKoH Hayky HE YCTOUT: HE CTOUT TOro xAeb. A IPUHSIB 3aKOH
A0OBYM NpuAeTe KO XpUCTY >Ke. BoT 3To-To 1 6YAeT MOKeT ObITh, BTOPOE IpyIlle-
crBue Xpucroso. Ho noka — uro nepenecer yenosevectBo?» (Tam xe).
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«— Hayka — Teopusi. 3HaeT AM HayKa IPUPOAY dUYenOBede-
cky10?/Ycnoust/ HeBO3MOXKHOCTY A€AATb 310 — MICKOPEHUTDL AM 370
1 3n0AeeB? — M He SIBUTCSI AM FOAOC, KOTOPBIA CKaxkeT <6 pyrkonucu
ONUCKA: CKAXyT> XO4y MMETb BO3MOXKHOCTb A€AATDb 3A0, HO... U T.A.»
(Tam ke, a. 138).

«— VI Mo XpMcTHaHCTBY, M M3 CAMMUX CAOB XPHMCTA MOKHO TOXKE BbI-
BECTb 4TO AOGOBb — €CTh BBITOAA,/TI0 KPAMHEN Mepe IIPUHUMATH BBITO-
AY/HO AeNAlo 51 BCe 3Ke He AAsI BLITOADL, a Anst Ao6BU. He xo4y 371a 1 T. pA»
(Tam ke, n. 136).

AOCTOGBCKI/H;I PE3KO CTaBUNA HpO67\eMy aTen3Ma OT HAYKM:

«Hapo Bcem nayxn./Ho Hayka eme 3axBatuaa Tak Mmano aroaei./O6-
mecTBO He XoueT bora, moromy uro bor nporuBopeunt Hayke» (Tam ke,
n. 126).

ITucarenn BO3pa’>kaerT:

«Her<,> Bora cammkom TpyAHO uckopeHuTh. MoneHue u sxepTBa.
/ TIpexknonutnscst / O6 aTOM KaskeTcst He 3HaeT / roka / Hayka. Het ecan
YTO YCTPOUTCSI, TO MOKET ObITH CAUIIKOM He ITOXOYKee Ha MAEU Terleperl-
HMX KOMYHapoB, / Aa nskpenjoB Hayku. / Na v pavt bor» (Tam ke, a. 139).

Anst AOCTOEBCKOrO O4Y€BUAEH KOHMAMKT HAYKM U PEAUTUU,
HO OY€BUAEH U BLIXOA U3 TyNMKa:

«B Hame BpeMst TOAHSIAMCH BOITPOCHI: XOPOIIO AM Xopoinee-T1o? Xo-
poIlo Au Harpumep TeprieHue u cmupenne Xpucrtoso? Kax ponsxHo
YCTPOUTLCSI PABEHCTBO AIOAEVT — 4Yepe3 A0OOBbL AM BCeoOLyIO, YTO-
MU0, VAM Yepe3 3aKOH HeOOXOAMMOCTHM, CAMOCOXPAHEHMSI M OIBITOB
Hayku. Ho B EBaHrenmnu >xe mpeapedeHo: 4TO 3aKOHDBI CAMOCOXPAHEHUST
Y OTIBITBI HAYKY HUYErO He OTBHIYT U He YCIOKOSIT AfoAert. dTo atoan
YCIIOKOMBAIOTCST HE IIPOTPECCOM yMa M HEOOXOAVMMOCTH, & HDABCTBEH-
HDBIM TIPM3HAHMEM BBICIIEN KPACOTBI, CAYKAIlel MAEaNOM ANST BCEX,
repej KOTOPOV BCe Gbl PACIIPOCTEPAUCH/ M YCIIOKOMAMCH: BOT A€CKATD
YTO €CTh UCTUHA,/BO VUMsI KOTOPOV BCe GbI OGHSIAMCH U ITYCTUAUCH AV -
cTBOBaTh, pocTuras ee (kpacory)» (Tam ke, a. 124).

I TU paCCy>KAEHUSI TPOSICHSIIOT CMBICA «CMMBOAA Bepbl» /\OCTO-
€BCKOro:

«...ecnmt 6 KTO MHe AOKasan, 9T0 XPUCTOC BHE MCTUHDBI, U 0eiCau-
menbHO OBINO Obl, YTO UCTUHA BHe XPUCTA, TO MHE Ay4Ille XOTEeNOCh Obl
ocTaBaThCst co XpUCTOM, Hexkean ¢ uctuaom» (15, 122).

Kpome npsimoro B mapapokce /\OCTOEBCKOro €CTb M MHOW,
HeCKa3aHHBbI CMbICA. B yCAOBHOM cHMHTaKcuUce ero pedu CKpbI-
Ta puropuyeckas ¢purypa He oTpuaHus, a ycuaenus:: Xpucmoc
u ecmv Mcmuna.
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Bripodem, cam napajOKc He eCTbh MCTUHAS

«CoBpeMeHHBIVT IOHOMIA, O KOTOPOM TaK MHOI'O I'OBOPSIT B Pa3HOM
CMBICAE, 4aCTO 000XAaeT CaMbIf MTPOCTOAYIIHBIN [TaPaAOKC M JKEPTBYET
ANST HETO BCEM Ha CBeTe, CYAbOOIO M SKM3HBIO; HO BEAb BCE 3TO €AMHCTBEH-
HO IIOTOMY, YTO CYMTAET CBOM MapapOKC 3a UCTUMHY. TyT AMIIL Hempo-
CBeljeHMe: TIOAOCIIEET CBET M CAMM COOOIO SIBSITCSI ADYTIME TOYKM 3PEHMSI,
a NapapoKChl MCYe3HYT, HO 3aTO He JICYe3HeT B HeM YMCTOTa CepAla,
SKadkAa JKepTB U [IOABUIOB, KOTOpasl B HEM TaK CBETUTCS Tellepb — a BOT
3TO-TO U Bcero aydire. O, Apyroe AeAo ¥ APyroyt BOpoc: B 4eM MMEHHO
MbI BCe, UIjynpe obujero 6aara M CXOASIIMECS TOBCEMECTHO B dKeNaHUU
ycrexa o61jeMy Aeny, — B YeM MMEHHO MBI [IOAAraeM CPeACTBa K TOMY ?»
(11,310—-311).

He 6yay4n nctuHOM, mapapokc GbIA CIOCOOOM €€ TTPOSIBAEHMST
U YCUAEHMSI, BLIpAKeHUsT Maeana. B siHBapcKoOM BbITycKke «/\HeB-
Huka [Iucarens» 3a 1876 r. \ocToeBckuit Bbhickazan «paHTacT-
YECKYIO M AOHEND3SI AUKYIO MBICABY, YTO Y KaKAOTO «30A0TON BEK
B KapMaHe», AOCTATOYHO «eCAM O BCe 3TU MUAbIE U MOYTEHHDbIE
rOCTM 3aXOTE€NAU, XOTh Hd MUT OAMH, CTATh MCKPEHHUMU U MPO-
CTOAYITHBIMU, — BO 4TO OBl 0OPATUAACH TOTAA BAPYT 3Ta AYIIHAS
3ana?» (11,284). OrBeT AOCTOEBCKOTO — ITOCBSIIIEHE YUTATEAS]
B «CEKpeT»:

«Y9Tto ecnm 6 KAXKABI U3 HUX BADYT Y3HaA CKOABKO 3aKAIOYEHO B HEM
MIPSIMOAYIIMSI, Y€CTHOCTM, CAMOY MCKPEHHEN CEPAEYHOI BECENOCTH, UM-
CTOTBI, BEAMKOAYIIHBIX YYBCTB, AOOPBIX >KenaHuu, yma, — kyapa ymal —
OCTPOYMMSI CAMOIr'0 TOHKOI'O, CAMOI'0 COOOIJUTEALHOTO M 3TO B KaXKAOM,
pemmTenbHO B KakAoM u3 Hux! /\a, rocroaa, B KaskAOM 13 Bac BCE 3TO
€CTb M 3aKAI0YEHO U HUKTO-TO, HUKTO-TO 13 BaC [P0 TO HUYETO He 3HaeT!
O, MuAbIe TOCTH, KNASIHYCh, YTO Ka>KADBIM M KaskAast U3 Bac yMHee BonbTe-
pa, dyBcTBUTEAbHee Pycco, HecpaBHeHHO 00oAbCTUTENbHEE ANKMBMAAA,
ANou-)Kyana, Nykpeuuit, Asxynbet u bearpuuen! Bor He Bepute, 4To BbI
Tak nmpekpacHbi? A st 00BSIBASIIO BAM YeCTHBIM CAOBOM, 4TO HM y [llexcrm-
pa, uu y Mluanepa, uu y Fomepa, ecant 6 1 Bcex-TO UX CAOXKUTH BMeCTe,
He HaMAETCSl HUYero CTOADb ITPEAECTHOr0, KaK cefvac, M0 MUHYTY, MOT-
N0 ObI HAMTUCH MEXKAY BaMu, B 9TOM ke 6anbHom 3ane. \a uro [lexcrmp!
TYT SIBUAOCDH GBI TAKOE, YTO M He CHMAOCD HammMm myapenam. Ho 6epa Bama
B TOM, YTO BbI CAMM He 3HaeTe, KaKk Bbl TpekpacHbi!» (11, 284—285).

ABTOp HacTanBaer:

«Bur cmeeTech, Bam HeBeposiTHO? Papa, 94To Bac paccMemma u opHa-
KO JKe BCE, 4TO s Cerfyac HaBOCKAMIIAA, He ITapaAOKC, @ COBEPIIeHHasl ITPaB-
Aa... A Gepa Baia BCst B TOM, 4TO BaM 3TO HeBepositHo» (11, 284—285).
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[TapapokcanbHbl MHOrMe Avanoru J\OCTOEBCKOro, HavyuHast
¢ «\neBuuka Ilucarensr»y 1873 r. (rnaswvr «Cpepa», «bob6ok»,
«Heuro o BpaHbe»).

EcTb pazHble mapapokcanmncTel B Tpon3BeAeHUsIX \OCToeBCKOoro.

CaMbIit M3BECTHDBIVT — MMOAMOABHBIN NapapokcaancT. Ero peds
M300MAyeT MapajOKCaMM, HauYMHasl C MePBBhIX CNAOB: «5 yenoBek
60nbHOM... 9] 3n011 yenoBek». \anee cnepyet GeCKOHEYHOE «OTPU-
1JaHMe OTPUIIAHUS»: He OOABHOM, He 310V, He AOOPDI, He XOPO-
MM, HE TINOXOM... U T. A\.

ITapapokcancT — m3A0OAEHHBIA TUIT B ITIpOoM3BeAeHUsIX J\O-
croeBckoro. OH — mocTtostHHBI repoyt «/\HeBHMKa [Incarens»,
AMTepaTypHasl Macka aBTopa:

«51 e mon ITapapoxcaauct, HO mHOrpa Ayuime» (PTAMAU, . 212,
om. 1, ea. xp. 16, a. 72).

ABTOD $SIBHO MMen HeM3OLIBHYIO NMOTPEOHOCTb B TakoM cobe-
CeAHUKE.

C mapapoxcanucrom aBTop «/\HeBHMKa [lucatenss» mor 06-
CY>KAaTDh Af0ObIe Tembl. Harnpumep, 06 «yTONMMYeckoM MOHUMaHMN
UCTOPUM», B KOTOPOM KAIOYEBOV TEMOW CTAAA UAEST:

«KoncrantuHonoab ponskeH 6uiTh Hau (12, 61—68, 272—280).

PaszButne Tembl nmapapokcanbHo: KoHCTAaHTMHOIOND AONKEH
OBITH HAlll, HO €ro He HY>KHO 3aBOEBLIBATb. XOPOIIO OBINO Obl,
ecan 6 oH ObIn Halll, HO 3aBoeBaHKe KOHCTAHTUHOTIOASI ANST CeOsT —
rubenb Poccuu; aydiie 3aBoeBathb He AMst ceOsi, a ANST BCeX — KakK
cronuny ITpaBocaaBust uam Beecnassincrsa. M T. a.

ITapapokcanuct B «/\HeBHUKe [TncaTens» obcyxkpan nmpobdre-
MbI BOWIHDBI M MUPA, CAMOYOUICTB, OYAYIIEN CyAbObI OTEYeCTBa,
MCKan OTBETHI HA BOITPOCHI, [I0YeMY Hac He At00sIT B EBporie, move-
My, He 3Hasl MOAMUTB U KaTexXmn3nca, pycCKo HapoA MpaBoOCAaBeH,
rnpocseljeH 1 o0pa3oBaH, HAXOAUA BBI'OAY B TOM, 4To EBpora
He MoHMMaeT Poccuio 1 He 3HAeT ee UAEI0, U T. A.

Cam JOCTOeBCKMIT Aeran BUA MAM HA CAMOM AeA€ HEBBICO-
KO IJeHMA TapajOKCAAMCTOB M UX MapajOKCaAbHbIE CYSKAEHUSI.
O6 OAHOM M3 HMX OH IIMCAA:

«EcTb, HAaKOHeI], M TAPaAOKCANVCTDI, MHOT'AA OY€HDb YeCTHbIE, HO O0Nb-

II€IO YaCTbIO, AOBONLHO Oe3AapHbIe; Te, 0COOEHHO €CAY YeCTHBI, KOHYAIOT
GecripepbIBHBIMU camoyOuricTBammy (11,417).

279



Bnaodumup 3axapos

Mo>kHO IPMBOAUTDL MHOTO IMTAT, TOATBEPIKAAIOIIUX CKEITTH-
yecKkoe oTHOIeHMe aBTopa «/\HeBHMKa [Incarenas» k napapokcam
U rMapajpoKcanyvcTaM.

Oco6enHo poctanoch B «AHeBHMKe [lucartensr» apBoKaTCKOM
putopuke. \OCTOEBCKMIT TTOCAEAOBATEABHO pa3dobnavyan u obau-
Yan «HAHSITYIO COBECTb» B CYAeOHBIX Ipoljeccax COBPEMEHHOM
Poccyn.

BripoyemMm, B napapoxkcax /A\OCTOEBCKOro Ba>keH MHOWM, HeCKa-
3aHHBIM CMBICA, KOTOPBII CTOUT 3a NPOV3HECEHHBIMM CNAOBAMMU.
B cnroBax [Trcarenst Hensz6eskHO niposiBasieTcst CAOBO, B AXKM Iepo-
€B OTKPBIBAETCS [IPABAA, [TPABAA OOHAPYKMUBAET AOXKb.

EBanrenbckoe CnoBo mponunjaer Tekct «AHeBHuKa Ilmcare-
ns».°

B «AueBuuke Ilucarenss» pecTByeT TOT K€ TMOITUYECKUI
MIPMHLMIL, YTO B POMaHaxX ¥ MOBECTSIX J\OCTOEBCKOro, B KOTOPBIX
«OCaHHa» MPOXOAUT «4Yepe3 TOPHUAO COMHEHMI»,'’ TPOUCXOAUT
pasBuUTHME TeMbI B cucTeMe pro et contra. \OCTOEBCKMI MBICAUA
MpoTUBOpeYMsiMU. B ero mponsBeaAeHMsIX, B aBTOPCKOM [TOBECTBO-
BaHMM M B pevyax repoes, N0 XapaKTEePHOMY BBIPA’KEHUIO, «BCE
npoTuBopeunst BMecte skuBy™ (13,92). B npoTuBopeunsix Hens-
0€>KHO BO3HMKAAM IMapapoKcsl. PuTopuka v moatuka «A\HeBHMKA
TTucarens» 6Gbina B TOAHOW Mepe MapajOKCanbHO.

9 Cm. marepmuanpl Kk kommeHtapuio b.H. Tuxommuposa B NMOAroTOBAEHHOM

HaMu coBmecTHO ¢ B.D. MoauanosbsiM nspanum: Eanreame /J\octoesckoro. B
AByx Tomax. Tom 1. Amunbit axk3emmasip HoBoro 3asera 1823 ropa mapanmst, mo-
papennbit @.M. NocroeBckomy B Tob6onbcke B stiBape 1850 ropa. Tom 2. Mccne-
posanust. Matepuanel K kommeHTapuio. M., Pycckin mips, 2010.

10 Cp.: «be3 kputuku 6yper opna “ocanna”. Ho Aast s>km3Hm mMano oAHOM
“ocanHbl”, HAAO YTOO “oOcaHHA’-TO dTA MEPEXOAMAA YPE3 TOPHUAO COMHEHWU,
HY M Tak panee, B 3ToM poae» (14, 231). dtu crosa yepra J\OCTOEBCKUI UCTIONb-
30Ban B MTOAEMMKE C KPUTUKAMM, OTBEYAsT HA MX YIIPEKU B TTOCAEAHEN 3aTMCHOM
terpaan: «Ctano ObIThL HEe KAK MAaNbUYMK JKe 5T BEPYIO BO XPUCTA U €r0 UCIIOBEAYIO,
a yepes 60/1bUwoe 20PHUNO COMHEHUT MOSI OCAHHA ITPOIIAG, KAK TOBOPUT Y MEHSI 5Ke,
B TOM xe pomane 4opt» (PTAMAM, §. 212, on. 1, ea. xp. 17, a. 56).
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ITOATTIOABHBINM YEAOBEK B AMEPUKE:
CAYVYAM «<AOAUTHI» HABOKOBA

B cBoen pabore st cobmuparoch nokasarb, 4YTO «/\oamray, ca-
MbIVT aMepuKaHckuyi pomad Habokosa, nmeeT rayboxue pycckue
KOPHM B MOBeCTBOBaHMM /\OCTOEBCKOTO O TIOATIONbE. CIOKeTHBIE
COBTIAAEHMST MEXAY «/\ONMTOM» M CAMBIM 3aXBaTBIBAIOIINUM MTPO-
nszBepeHneM J\OCTOEBCKOrO OT MEPBOro AMila — «3armcKamu
M3 TIOATIONBS» HE OCTABASIIOT 10 3TOMY MOBOAY HUKAKMX COMHE-
HUI1, OAHAKO HACNAeACTBO, nonydeHHoe ['ymbGeprom ['ymGeprom
oT /\OCTOEBCKOTO, HAMHOTO TIPEBBLINAET CIOKETHBIE 3aMMCTBO-
Banus.' Kak 6yaet BupHO 13 panpHerero, HabokoB ycBanBaer

! Kak 6aectsimge nokasan \oxkyanan Konnoan, «/\oanra» nmeer enje 6oapiune

COBMAaAEHMS B CIOXKETe M XapaKkTepax C MO3AHeNIIeN MOAITOABHOV MOBeCThio \o-
croesckoro «Kpotkas». O6a nponssepeHNs] TOAYEPKMBAIOT PE3KOE HECOOTBET-
CTBME B BO3PACTE ¥ 0OPA30BAHUY MEXKAY [TOBECTBOBATEAEM U €TI0 IOHOV JKEPTBO.
PocToBInky cOpok, KOrpa OH BCTpedaeT ISITHAALJATUAETHIO, KOTOpasl CTa-
HOBUTCsI ero xeHowt; ['ymGepry 'ymbepry TpmuaLaTh ceMb, KOrAa OH BCTpe4aer
ABeHapnatnnreTHio \onopec 'ertz. O6a My>x4nHbI 0O9eHb 06pa30BAHHBI, HO IIPK-
HY>KA€HBI 3apabaThiBaTbh HA SKM3HD 3AHSITUSIMM, KOTOPbIE OHM CUMTAIOT HVDKEe
CBOEro AOCTOMHCTBA; 00€ OTPOKOBMIILI MMEIOT CaMoe HadanbHOe oOpa3oBaHMe.
O6a noBecTBOBaTEAS] MPUAATAIOT YCUAMSI, YTOOBI CTATh OMEKYHAMM AEBOYEK-
IMOAPOCTKOB, KOTOPLIM GOABIIIE HEKYAA [TOUTH; 006a M3BAEKAIOT IPOTUIECKOE YAO-
BOALCTBME M3 pa3HMIbl B BozpacTe. O6a MbITAIOTCSI OTAEAATLCSI OT YaCTU CBOETO
MPOIIAOTO MOCPEACTBOM OTHOIIEHMI C 9TUMM AEBOYKAMU, 1 00a CTAPAIOTCS TIpe-
BPATUTH CBOM XKEPTBBI B AUTEPATYPHBIE BLIAYMKM, YTOOLI CMOYb 3TO cAerath. Oba
3M0yNOTPEOASIIOT CBOEV BAACTHIO HAA AEBOYKAMM, OKA3aBIIMMMUCS Y HUX Ha 110-
revYeHnu, orpaHnumsast ux cBobopy. Ilpitasicb A0GUTLCSI He3aBucUMOCTH, 00e
AEBOYKM BBSI3LIBAIOTCSI BO MPAMPT C COMIEPHMKAMM CBOMX OIEKYHOB, IIPUYEM ITH
COIEePHYMKM — TOI'O Ke BO3pacTa, 4To 1 ornekyHsl. Hakonerj, o6e AeBOYKM YCKONDL-
3AI0T M3 KOI'TeN OAEPIKMMBIX Y HEOTBSI3HBIX 3aXBATYMKOB, KOTOPbIE IOCAE ITOTO

© ). Maptuncen, 2011
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CUABHOAEVICTBYIONIME [TOBECTBOBATENAbHDIE CTPATETUN U CTPYKTY-
PbI CBOEr'O PYCCKOTO MPEAIlleCTBEHHUKA, KOTOPOT'O OH Tak A0OMA
BCSTY€CKY [TOHOCUTD.”

TTopo6HO MoamnonbHOMYy uYenoBeky JoctoeBckoro, I'ymbepry
T'ym6epTy, noBectBoBaTeato «\oante» HabokoBa, okono copoka
NeT B TOT MOMEHT, KOI'Ad OH IUIIeT CBOIO CAMOCO3HAIOIYIO U ca-
MOOITPaBAATEALHYIO MCTTOBeAb. [loA0OHO MOATIONBHOMY YenOBeKY,
oH — GaHTACT, CO3AAIONIUN [TOAEMUYECKUI TEKCT, TAE YUTATEAIO
OTBOAUTCSI POAL Boobpaskaemoro cobecepnnxa. Hambonee Brie-
4aTAsieT, OAHAKO, TO, YTO TOANOABHBIM YenoBek Haboxkosa, 1o-
AOOHO TTOAIIONABHOMY YeAOBeKYy /\OCTOEBCKOTO, B3AUMOAENCTBYET
C IOHOW SKEHIJMHOM, ITPOTUBOCTOSIIEN €r0 MOMBITKAM [TPEBPATUTH
ee B AMTepaTYyPHbBIN BbIMbIceA. J\eMCcTBysI caMmu 110 cebe, MONOABIe
SKEHIJMHBI BBIHYKAAIOT 3TUX COCPEAOTOYEHHBIX Ha cebe Haplmc-
COB, IBITAIOINXCST OTUCHIBATH CBOW C HUMM OTHOIIEHMSI, [TePeCMO-
TPEeTb U CBOU MO0y AMTENbHbIE MOTUBBI 1 camux cebst. [ToBecTn, ko-
TOPbIe MBI YUTAEM, TPEACTABASIIOT COOOV UX MOTILITKU TPEOAONETH
ytpaty. B mpoijecce TOro, kak rmoBecTBOBATeAM® OINPABABIBAIOT

3aMMUCBIBAIOT CBOM MCTOPUM, YTOOLI OCMBICAUTH CBOIO TIOTEPIO. B KOHIje KOHIJOB,
3aBeplasl CBoe M0BeCTBOBaHME, 00 MY>KYMHDI IPUBHAIOT, YTO COBEPLIMAM yOUIT-
crBo aAyum. Connolly J. W. Nabokov’s Dialogue with Dostoevsky: Lolita and
The Gentle Creature [Pasrosop HaGokosa ¢ AocroeBckum: «Noantay u «Kpor-
kas» ] // Nabokov Studies (Davidson College, North Carolina). 1997. Vol. 4.
P. 15—36. Tax ke, kak u P. Beanar, s1 paccMaTpyBar poCTOBIMKA KaK MTOATIOAb-
HOrO 4YenoBeka. BenHaI yTBepKAAeT, 9TO YeThIpe NpousBeAeHust \OCTOeBCKOro,
IA€ [IOBECTBOBaHME BEAETCSI OT repBoro anna, — « beavie Houn» (1848), «3anmcku
u3 noarnoabs» (1864), «Kporkas» (1876), «Con cMemnoro yenosekay (1877) —
MPEACTABASIIOT COG0M BO3MOKHOE Pa3BUTHME EAMHOTO TUIA TIOATIONLHOTO YeAOBe-
ka (Belknap R. L. The Gentle Creature as the Climax of a Work of Art that Almost
Exists [«Kporkas» kak KyaAbMUHALIMS TPOU3BEAEHMS], KOTOPOE ITOYTY CYIEeCTBY-
er] // Dostoevsky Studies. New Series. 2000. Vol. 4. P. 35—42).

2 B pokasaTteabcTBO BpaxkaebHOCTM U conepHuvecTBa Habokosa 1o oTHome-
HUIO K \OCTOEBCKOMY y4YeHbIe AIOOSIT IPUBOAMUTD MACCAK U3 «/\eKIJMIA 10 PYCCKOM
antepartype», rae Ha6okos onmceiBaet J\OCTOEBCKOro Kak BTOPOCOPTHOIO aBTO-
pa (Nabokov V. Lectures on Russian Literature / Ed. F. Bowers. New York, 1981.
P.98).

3 HasbIBast MOAIIOABHOTO YenoBeka u 'ymbepra ['ymbGepra «napapokcaaucra-
MU», s OTAAI0 AaHb yBaxkeHust Baapaummpy ApremoBudy TyHMMaHOBY, BriepBble
MCIIOAB30BABIIEMY ITOT TEPMUH AAsl OMMCAHUS BOOGPaXkaeMbIX COGECEeAHUKOB
B «/AHeBHMKe mmcaTtens» \ocroesckoro. CocpepOTOYMBASICh HA TOBECTBOBATEND-
HBIX CTPATErMsIX ABYX [TPOM3BEAECHMIA, 51 TAKXKE CAeAYIo 3a Baaaumupom Apremo-
BUYeM, OBIBIIVM TIEPBOOTKPLIBATEAEM B 06NAACTM MOBECTBOBATEABHDLIX CTPATErMIA
J\ocToeBcKoro.
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CBOM COBepIIIaeMble B COOCTBEHHBIX MHTEPECAX AEMCTBUSI, ABTOPHI
paszobaayarot ux. Ob6a aBTopa, HapUMep, MPECEKAIOT TOMbITKA
MOBeCTBOBATENEV BO3OYAUTH CUMITATUIO K CBOMM HPABCTBEHHO OT-
TaNKUBAIOMIUM AMYHOCTSIM, BBOASI B [TOBECTBOBaHME BTOPOW FOAOC,
OpraHmn3ysi MOBeCTBOBATENbHOE MTPOCTPAHCTBO TAK, YTOOBI CKBO3b
roA0C MIOBECTBOBATEAsl 3ByYan roaoc asropa.® M B 1o BpeMms, Kak
MOBECTBOBATEAM KPACYIOTCSI, AE€MOHCTPUDYSI CBOVM WHTEANEKT
M COCOOHOCTh K CAMOAaHAAM3Y, aBTOPDI BLICTABASIIOT HAITOKA3 MX
3amMTHBIe, MaHuUyaupyronpye crparermn. Kopode, o6a aBTopa
CO3AA0T TepPOEB-MOBECTBOBATENEN, YbM TTOMDBITKU AOOUTHCST KOH-
TPOASI HaA TTOBECTBOBAHMEM BCKPBIBAIOT MX HAPIIMCCU3M.

91 HayHy ¢ 3aMevyaHysi, YTO BBIBOALI OAECTSIINErO MCCAEAOBA-
unst Homu Tamup-T'e3, mocBsijeHHOro pUTOPUYECKMM CTpaTe-
TMSIM «/\OAUTBI», BIIOAHE CIIPABEAAVBEI M AAsI «3aTMCOK U3 TTOA-
noabs» J\octoeBckoro. BoisiBasisi croco6bi, n3bupaembie Ha-
GOKOBBIM C IIeABIO0 YCTAHOBUTH «JKENAEMOE TOHKOE PaBHOBECUE
MEXAY YMTATEABCKMMM YYyBCTBAMU MAeHTUDUKamu ¢ ['ymbep-
TOM M HEMPUSITHUSI TIEPCOHaKa»,” OHA YTBEPKAAET, YTO PEIIeHNe
Hab6oxoBa pacckaspiBaTb MCTOPUIO C TOYKM 3peHust ['ymbepra
SKECTKO YAEPKMBAET YUTATEAS] B AMOIIMOHAALHOM cdepe mep-
COHa’ka, 9YTO BBIOOP MOBECTBOBAHMSI OT MEPBOTO AUIA — KOAUH
M3 AYUIIMX MEXAHU3MOB, MOOYKAAIONMX YUTATEAS] K UACHTUDU-
Kamum ¢ repoeM (MAM, €CAM YTOAHO, C aHTUTEPOEM )», U YTO BbI-
60p BBICOKOOOPA30BAHHOTO MHTEAAEKTYANAA, PACCKAZBIBAIOINIETO
O TIPOMBOIIIEAIIIEM C HUM C MAacCTEPCTBOM M30NIPEHHOTO PUTOPA,
COXpaHsIeT FePOI0 YUTATEABCKME CUMITATU. bonee Bcero BaskHO
ee yTBEP)XAEHHME, YTO PUTOPUYECKME CTPATETUM U IJ€AU TIOBE-
CTBOBATEAS] M aBTOpa Pa3AMIHbL ['yMOGepT AMIID MO BUAUMOCTH
KOHTPOAMPYET TEKCT, OTpaBAbIBasi cebst, B To BpeMst kKak Hab6o-
KOB M B CaMOM Aene ero KOHTPOAMPYeT, pazobaadast BuHy ['ym-
Ooepra.® HecMoTpst Ha ero xpacHopeumMBble yBepeHUs B obpart-
HoM, HaGokoB MHOromy Hayumacst y JAOCTOeBCKOrO.

B 1eastx aprymeHTanymm st puCKHy BbICKAa3aTh B OONIEM BUAE
OCHOBHOe pasanume mexxay nposont Habokosa m J\ocToeBcKkoro:

4 Baxmun M. IIpobaemsl moatuxn NocroeBckoro. 2-e u3a. M., 1963. C. 250.

Tamir-Ghez N. The Art of Persuasion in Lolita [«/\oanTay: uckycctBo y6ex-
aarb] // Pifer E. (ed.) Vladimir Nabokov’s Lolita: A Casebook. Oxford, 2003. P.
22-23.

6 Ibid. P. 19, 23, 35.

5
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J\OCTOEBCKUIT AOBOAUT AO IpeAena Haille 3MOIMOHAABHOe coyua-
CTHE B ayAUTOPUM TTOBECTBOBATEAS, COKpAIasi Pa3pbiB MEXAY UM-
TaTeNSIMU U TTePCOHAKAMM HACTOABKO, HACKOABKO TOABKO 3TO BO3-
MOYHO, B TO BpeMst kKak HaboKkoB AOBOAUT AO Mpeaena Halle Mo3Ha-
BaTeNbHOE HACAAKAEHIE B KAYECTBE YAEHOB aBTOPCKOV ayAUTOPUN.
dTO He 3HAYMT, 4TO J\OCTOEBCKMI He IPEADSIBASIET TPeOOBaHMMI
K CBO€W aBTOPCKOV ayanTopun,” uam 4yro HabokoB oxxupaeT, 4To
MbI OyAeM 6e3AesITeNbHBIMY YA€HAMM ayAUTOPUN ITOBECTBOBATENSI.
J\OCTOEBCKUIT YKOPEHSIET CBOE MTOATIOALHOE TTOBECTBOBAHME B MU-
MeCHCe, M 9TO HECMOTPSI HA TO, YTO OH HAYMHAET CBOE MTPOU3BEAE-
HIM€e C aBTOPCKOTO TIPUMEYaHMsl, B KOTOPOM TPOBO3TAAIIAET UCKYC-
CTBEHHOCTD €ro MapamMeTpoB, B TO BpeMst Kak HaboKoB OTKPOBEHHO
AE€MOHCTPUPYET MCKYCCTBEHHDBIV YPOBEHb MMOBECTBOBAHMS, OAHO-
BpPEMEHHO CHa0Kast ero M300MAbHO MUMETUYECKUMI TTOAPOOHOCTSI-
MU C 11€ABI0 YOEAUTb YMTATEAS] B €70 MUMETUYECKOI AOCTOBEPHO-
ctn.® ABTOPBI, TAKMM 00Pa3oM, MOAXOASIT K CBOEN 3apaye C pa3HbIX
KOHIIOB ITOBECTBOBATEABLHOI'O CIIEKTPa, HO 00a paszpadaTbiBaloT
ee, 3aTeMHsIST pasandne MeXAy OYKBaabHLIM 1 MeTahOpUIECKIM.
«ITopmonbe» MOATTOALHOTO YeN0BEKA CTOAD JKe MeTahOPUIHO, CKONb
«ceppue» 'ymbepra 'ymbepra 6ykBanbHoO.

I'aybouarimast cBsi3b MeXAY MOAIMOABHBIM YenoBeKoM U ['ym-
6eprom ['ymMGepTOM A€XKUT B UX MMapaj0OKCanbHOW Bepe B TO, YTO
MX OTYYKAEHHAs KM3Hb A€AdeT MX B BDLICIIEN CTENEHM ayTeH-
TUYHBIMM, T.€. YTO UX HAPIMCCUIECKME KUZHEHHBIE TIPEAITOUTE-
HUST YTBEPSKAAIOT M MMOATBEPKAAIOT MX CYIHOCTDL. /\OCTOEBCKMUIT
1 HaboKoB MCIIOAB3YIOT HAPIIMCCUYECKMI TTOTEHIIMAA [TOBECTBO-
BaHMSI OT TIEPBOTO AMIIA, YTOOBI pa306AaYaTh CBOMUX MOATTOABHBIX
IMTOBECTBOBATEAEN MTPU TTOMOIN UX >Ke MapapoKkcoB. [ToanmoabHDIN

" B apyroit cBoeyt pabore s rmokasana, 4TO MpousBepeHMsT J\OCTOEBCKOro

CTOAL K€ MeTanUTepaTypHbl, CKOAb mumetnuHbl. Martinsen D. Surprised by
Shame: Dostoevsky’s Liars and Narrative Exposure [Hacturuyrsie ctoipom:
nkenst \ocToesckoro u pazobnadenne nosectsosanmem . Ohio State University
Press, 2003.

8 O pasanmymm MeXAY MUMETUYECKUMM, TEMATUYECKUMM U CUHTETUYECKIMU
komrnoHeHtamu tekcra cm.. Phelan J. Reading People, Reading Plots [Ywuras
nopent, unrast croxetst |. Chicago, 1989. @enan ornpepensier «CMHTETUYECKOE»
KaK «KOMITOHEHTY XapakTepa MepCoHaXa, YIIPABASIONYIO TOV POALIO, KOTOPYIO
OH UTI'PAEeT B KA4eCTBE MCKYCCTBEHHONM KOHCTPYKLMM B ITPEBOCXOASIIEN €0 KOH-
CTPYKUIMM TEKCTA; 06061asi — CKOHCTPYMPOBAHHOCTH TeKCTa 00bekTa». B aton
CTaTbhe sl VCTIOAB3YIO MIPUAAraTeAbHOE «MCKYCCTBEHHBI» UAU «CKOHCTPYMPOBAH-
HBIIT» BMECTO «CMHTETUYECKUID.
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yenoBek u ['ymbept I'ymbGepT nipeacTaBasitoT cebst MTHAMBUAYAAD-
HOCTSIMM C B BBICIIEN CTEreHM OPUTMHANBHBIM BOOOpPa’keHMEM,
HO OKa3sbIBAIOTCSI He CITOCOOHBI YBUAETH, HACKOABKO OHU — MPO-
AVKTBI TOTO, 4TO ObIAO MMM mpouynTaHo. OHM TOBOPSIT O CBOEM
HEITPeB30MAEHHOM CaMOCO3HaHMM, HO He CIOCOOHBI 3aMETUTD,
YTO OHM CKOpE€e PearnpyrioT Ha MPOUCXOASIIIEE, YeM AEVICTBY-
0T camMocTOsITeAbHO.” OHM, ONMMPasiCh Ha TTPEBOCXOACTBO CBOErO
CaMOCO3HAHMSI, CTPEMSITCSI OCBOOOAUTBLCSI OT 3€MHDLIX 3aKOHOB,
HO OCTaIOTCsI TIPU 3TOM pabaMu CAMOTO 36 MHOT'O SKEAaHMST — OBbITh
npu3HaHHbiMU. OHM MPOBO3TAAIIAIOT CBOIO CBOOOAY OT ITPOIINO-
r'0, HO TOCTOSIHHO BOCITPOU3BOAST ero. OHM UCTIOAB3YIOT CIIOCco6-
HOCTM CBOEro yMa M PUTOPUYECKOE MCKYCCTBO, YTOODI IMErOAD-
HYTh CBOEV M3BPAIeHHOCTHIO. [[OATIONBHDIT YeNOBEK OTpHUIjaeT
Hann4dme y ceOsl 9UTaTeNbCKO ayAUTOPUM, HO MUIJET HAIIETO OAO-
Openust. 'ymOGepT B KOHIJe KOHIJOB OTKAa3bIBA€TCSI OT CBOEN Hap-
[IMCCUYECKOM NOOBU K /\OAMTE, HO B CBOEM VMCKYCCTBE CO3AAET
COMMIICMYECKUIT MUP M 3aKAl04YaeT ee B Hero. A\octoeBckuit u Ha-
6OKOB pPa30bAaYAIOT CBOMX MTOAITOABHBIX [TOBECTBOBATENAEN UMEH-
HO TeM, YTO TMMO3BOASIIOT MM AEMICTBOBATDL M TOBOPUTDL CAMOCTOSI-
TENBHO.

YT10o6bI TPOUAAIOCTPUPOBATL ITO pa3AEeNeHMe MeXAY IOBe-
CTBOBAaTeNsIMM U aBTOpamu, s1 pazbepy ABa mpuMepa TOro, Kak
repoM-TIOBECTBOBATEAM OKA3BIBAIOTCSI HE CITOCOOHBI MTOHSTH CBOV
SKM3HEHHDIN OITBIT, TOCKOABKY OHU CAEAVIOT 3a TE€M, YTO AVIKTYET
uM nx panrasus. [loaAnonbHBIN YeAOBeK TpU3HAETCSI, YTO yOeraer
B (DaHTA3MIO OT PEarbHOCTY CBOEV SKM3HU U TakuM obpaszom Oes-
OITaCHO MPO3KMBAaeT 4y>KYI0 >kn3Hb. OH npeapnaraetT o6001IeHHOe
ormcaHye CBOUX IPAHAMO3HDIX FepOnYecKux haHTa3nN:

«$1, HarrpuMep, HAA BCeMU TOPXKECTBYIO; BCe, pa3yMeeTcCsl, BO Ipaxe
M MPUHY>KAEHDI AO6pOBO]\I)HO IIPU3HATDb BCE€ MOU COBEPHIEHCTBA, a sI BCeX
uXx rpomaro. 5l BAIoOASTIOCh, 6y AYYIM 3HAMEHUTDHIM [T0O9TOM U KAMEPrepPOM;
TIONAYYAaIO HECMETHDbIE MUAAVOHDI M TOTYAC JKe SJKEPTBYIO X HA POA Y€N0Be-
YecKUm u TYT K€ VICITOBEADLIBAIOCDh ITepeA BCEM HADOAOM B MOMX I1030pax,
KOTOpbl€, pa3yMeeTCsl, HE ITPOCTO I1030Pbl, a4 3aKNAK0YA0T B cebe Ype3Bbl-
YarfHO MHOTO “IpeKpacHOro M BLICOKOro”, 4ero-tTo mMaHgpeAOBCKOro.
Bce naavyT u 1renyior MeHst (MHa4de 9TO ke ObI OHM ObIAM 32 GONBAHDI),

9 Martinsen D. Of Shame and Human Bondage: Dostoevsky's Notes from
Underground [O croipe 1 pabctse yenoBeka: \OCTOEBCKMIA. «3anMCKU U3 TIOA-
noabst»] // Young S., Milne L. (eds.). Dostoevsky on the Threshold of Other

Worlds: Essays in Honor of Malcolm V. Jones. Ilkeston, 2006. P. 157—69.
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a st Ay 60OCOV M TONOAHDIN ITPOTNIOBEAOBATDL HOBbIE MAEU M pa3busaio pe-
Tporpapos moa Aycrepaniem» (5, 133)."°

TToka MoAnoOAbHBIN YeAOBEK OTKPbLIBAET HAM CBOM OapoHMYe-
CKMe, PyCCOUCTCKUE, HaroAeoHnYeckue pantasnmn, \ocToeBCKMI
pasobnavaer repep HaMyM TICMXOAOTMIO CBOEro IMOBECTBOBATE-
nst. Ilycts Apyrue HaceAsIlOT ero paHTas3mu, AeSITEAb TaM TOABKO
OAVMH: MOANOABHBIVT 4YenoBeK. [lokaswiBasi, 4To aHTa3UM MOA-
IMOABHOI'O €CTh PE3YALTAT €ro YTeHMsI, \OCTOEBCKUIT B KOPHE ITOA-
CeKaeT ero IpeTeH3uN Ha OpUTrMHAABHOCTD. Ellle BaskHee, oAHAKO,
410 \OCTOEBCKMI MTOKA3bIBAET, KaK (haHTA3MU OAITOALHOI'O BOC-
ITPOMU3BOASIT CTPYKTYPY €ro TEKCTA: [0 BUAUMOCTY OTKPBITBIV, OH
Ha camoM Aene 3aKkpbIT. COBpeMeHHMKAM MOAITOABHOTO, KaK M €TI0
YUTATEASIM, AOCTAIOTCSI POAU MOOEXKAEHHBIX, VAV ABCTEIIOB, UAU
cpasy  Tex M Apyrux. A OCTOEBCKMIT TAKMM 0OPa30M MMOKA3bIBAET,
KaK TICUXOAOTHS TIOAITOABHOT'O (POPMUPYET CTPYKTYPY €0 IIPOU3-
BepeHust. HaGokoB penaeT To ke camoe.

Bo Bpemst cBoelt BTopo roe3apku yepes Bcto crpany ['ymbepr
T'ym6ept nyckaercst B panTazmm o AOAMTMHOM TEHHMCE:

«OHa mpeanounTana ClleHy MAaBaHUIO U MAaBaHMe TEHHNCY; BCE Ke
ST yTBEP3KAAIO, UTO, €CAM OBl sl He HAANOMMA B HeW 4ero-To (B TO BpeMst
sl He OTAaBan cebe oTyeTa B 3TOM! ), ee MaeanbHbI CTUAD COBMEIANCS Obl
¢ Boaen K robepe, M oHa Obl pasByAaCh B HACTOSIIIYIO 4YeMITMOHKY. \O-
nopec, ¢ AByMsl pakeTaMu oA Mblkoit B Bum6abpone (1952), Nonopec
Ha pekaame nanupoc “Apomapep” (1960), Nonopec, crasmast nmpodec-
cuonankont (1961), Nonopec, urparomasi 4eMIMOHKY TEHHUCA B KMHO-
apame (1962), Noaopec u ee cepOM, CMUPEHHBI, TTPUTUXIINIA MYK, ObIB-
i ee TpeHep, npecrapeanin ['ym6ept (2000)» (11, 20, 285)."

TToka I'ymbepT oTkpbiBaeT Ham cBou ¢antasuu, Habokos
pazobnavaer MCUXOAOTMI0 caMOOOMaHa CBOEro IMOBeCTBOBATENS.
XoTst paHTazus No BUAMMOCTU — O J\onropec, oHa 3aBepuiaeTcs
pUrYypOIt «AOXKHOW CKPOMHOCTI»: BUAeHMeM ['ymbGepra B Kade-
cTBe Mmy>xa n TpeHepa J\onropec. Tak oH ucronabdyer haHTa3mnIo,
4TOOBI IepernycaTb CBOIO MCTOPUIO, MOO paHee OH TPU3HAN-
Cs B CBOEV TOAHOM HECOCTOSITEALHOCTM B KadyeCcTBe ee TpeHepa
ro TeHHucy. Habokos, B cBOIO ouepeab, AeMOHCTPUPYET, KaK ero

10 Bee puraThl M3 «3anMCOK U3 TIOATIOABS» AAHBI IO U3AAHUIO: J\ocrmoes-
ckuit @. M. Ioan. cobp. cou.: B30 1. A\., 1973. T. 5.

11 Bce yurarel M3 «/AOAUTBI» PUBOASITCS 110 u3panuio: Ha6okos Bradumup.
Noanra; Cmex B remHoTe. CI16., 2003. B Tekcre nmocae yurat 0603HaA4ar0TCsI KHU-
ra (I nan II), rnaBa, Homep cTpaHULbI.
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ITOAITIONBHBIN MTOBECTBOBAaTeAb 0OMaHbIBaeT cam cebst B rmpoijecce
MaHMITyAMPOBAaHMsI BOCIIpUsiTeM ayauTopun. Buavyane I'ymbept
COCPeAOTOYMBAET BHMMAHMeE Ha HEW, HO, TIPU3HAaBasl, 4TO «4TO-
TO B HeM» ObIAO «HAAAOMAEHO MM», OH HE3aMEeTHO BBOAUT CeOst
B «ee» MUCTOPHUIO. 3aTeM OH IPOAENbIBAET NOBKMI TPIOK — Ha4u-
HaeT BOCIIPUMHMMATH TMIIOTETUYECKOe CAEACTBUE «Pa3BUAACH ObI
B HACTOSIIYIO YeMITMOHKY» — KakK peanbHoe. HakoHnery, oH 3aBep-
1aeT TeM, YTO MpUCBanBaeT cebe IJeHTPAAbHYIO POAb B (aHTa-
CTUYECKOW KM3HU, CO3AaHHON AnsT Hee. [Topo6HO ocToeBckOMy
Ao Hero, HabokoB Takum oO6pa3oM OMMChIBAET ABUKEHME BCETO
IMOBECTBOBAHMSI TOATIOABHOT'O YeA0OBeKa B 00NACTD IepecKka3biBa-
Hust panrtasmuit. K romy momenty, korpa 'ymbept HanmmeT: «dta
kunra — o Noaure» (11, 25, 311), Ha6okos yske MHOro pas mpo-
AeMoHcTpupyeT HaMm obpaTHoe. OHa MOXXeT 1OKa3aThCsl KHUTOM
o Nonnte, oHA MOXKET HAYMHATBLCSI M 3aKAHYMBATHCS ee MMeHeM,
HO Ha camMoM Aene 31O «rmoBecTh» o ['ymbepre (11, 36, 374) —
OAHOCTOPOHHMI pOMaH, MOCTPOEHHBII Ha camoobMaHe, KOTO-
pbIv 3aBepuiaeTcst TpeboBaHyeM HeccmepTust cebe camomy. V160
MOAOOHO TM03TAM U MUCATENSIM, C KOTOPBIMU OH cebsl OTOXKAECT-
BasieT,'? T'ymbept T'ymOepT mcrionb3yeT BLIMBIIAEHHDLIVT 06pas
CBO€JT BO3AIOOAEHHO, 4TOOBI AOCTUYDb OeccmepTust. VIMsi, AaHHOe
T'ymb6eprom aeBovke Nonopec I'ens, MMsi, KOTOPbIM OTKPbIBAET-
Csl M 3aKpbIBAETCSI IPOU3BEAEHMEe, ITO UMsSI — pellleTKa TIOPbMbI,
B KOTOPOJ OHa 3aKAI0YeHa:

«To CymecTBO, KOTOPDLIM sI CTOAb HEMCTOBO HACAAAUACS, OBINO HE €10,
a MOMM CO3AaHMEM, APYroi, BooOpaxxaeMont \OAMTON — OBITh MOXET,
donee A,eI;[CTBI/ITeJ\I)HOI/(I7 YeM HacTosmast, HeperI)IBaIOHJeVI M 3aKNAr04a-
[ol1eVt ee; MABIBYIeVT MeXKAY MHOM U €10; AMIIIEHHOV BOAM M CAaMOCO3Ha-
HMST — U AaxKe BCsikovt cobecTBenHon skusam» (1, 14, 80).

T'ym6ept Takum ob6pazom npeo6pasyet onopec ['eri3 B neH-
HUITY, 3aKAI0Yasl €e B CBOIO (paHTa3uio 0 HUMbeTKe.

12 Karyana, Bepruann, Nante, [Terpapka, darap Anan [To, Mapceas [Ipyct —

BOT AMIIb HEMHOT'ME U3 TeX, C KeM OTOXAecTBsIAeT cebst 'ymbept ['ymbepT B mipo-
1jecce rIOBECTBOBAHMSI.

15 3namenuro ynommHanne HaGokoBa o TOM, 4TO Ha CO3AaHME POMAHA €ro
BAOXHOBHMAA YeAOBeKooOpas3Hasi 06e3bsiHa, cAeBIasl B kKaeTke B boraHnmyeckom
CaAy U BCe MBITABIIASICSl PA3ABUHYTDb NIPYThbst cBoent knetku (377). Tymbepr 'ym-
GepT nuieT OyKBaAbHO M3 TIOPbMbI», OTKYAA OH OIMCLIBAET TY MeTa(POPUIECKYIO
TIOPbMY, B KOTOPOJM ObIA 3aKAIOYEH OAaropapst CBOem OAep>KMMOCTH, HO OAHO-
BpPEMEHHO OH elje u TopeMiynk Anst AoanTel. OH noxymnaer GaHAHDBI «ANST MOETT
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I[Topo6HO yenoBeky M3 TIOAIIONABSI, YIIPABASIEMOMY PaCXOKU-
mu kaniie XIX B. v paspirpoiBaionemMy criaceHue NpocTUTYTKH,
T'ym6eprt 'ymGepT coBepIaeT >kM3HEHHDbIE BLIOOPDLI, OCHOBBIBASICh
Ha cBOMX (AHTACTUYECKUX TpoeKTax. Tak, mopbesdskash K IAb-
GMHCTOHY BO BPEMSI BTOPOTO ITyTeIIeCTBUS Yepe3 BCIO CTPaHy, OH
I'PE3UT O MepeceyeHn MEKCUKAHCKOW IPAHUIIBI ANSI TOTO, YTOODLI
\oanTa NpuHsIAG ydyacTye B TEHHUCHOM TYpHMPE:

«...TOTAQ@ MBI ToKaTuAMCh 661 B FOskuayo Kaandopunio, HanpaBasisich
K MEKCUKaHCKOM rpaHmie, K 63CHOC]\OBHI)IM 3anmBaM, K CcaryapoBbIM ITy-
cTeiHSIM U (parta-mopranam. Xose /\mzadobeHpOa, B M3BECTHOM pPOMaHE
Mepuma, cobupancs ysestu cBoro Kapmen B Etats-Unis. 91 mpeactaBua
cebe MeKCMKAaHCKOe TEHHMCHOe cocTsizaHue, B KotopoMm Jonopec [eit3
M pa3Hble XOPOUIEHbKME AE€BOYKM-YEMIIMOHKN U3 I(a]\I/I(I)OpHI/H/I y4acTBO-
Baau 6bl, CBepKast epepo MHOM. J\oBpPOCOCeACKIe TYPHD Ha 9TOM YAbIO-
YMBOM YPOBHE CTUPAIOT pA3AMIME MEXKAY MMaCliopTOM M CIIOPTOM. HO'—IGMY
AYManoch MHe, YTO Mbl OyAeM cyacTAMBbI 3a rpanuiient? [lepemena ob6cra-
HOBKM — TpaAMIIMOHHOE 3a6]\y)I(AeHI/Ie, Ha KOTOPO€ BO3AArarOT HAaAEXKADI
obpeveHHast AF000BDL 1 Hensaeunmast yaxorka?» (11, 22, 293—294).

B nepBbIxX yeTbIpex npeanoxeHnsix I'ymbept pomyckaer B cebe
cOOCTBEHHMYECK)E YYBCTBA, HE OTPEKAETCs] OT CBOEro rpexa,
OTBLICKMBAET COLMANbHO-TIPUEMAEMYIO 1J€Ab [IO€3A0K, ANSIIIUX €ro
HapUVCCUYeCKOe 3N0AesIHME, M IMPEATIONAraeT M Aanblile MpeApa-
BaTbCsI co3eprjannio HuMdeTok. Ho B AByX rocneAHMX peanoske-
HMSIX, BHOBb BO3Bpamasicb K uctopum KapmeHn,'” oH roxkasbiBaer,
YTO OCO3HAET I'MaBHBIN U3bSIH CBOEN (paHTa3UM — Ha ero >KearaHue
He OTBEYalT B3aMMHOCTBIO. HasbiBast 310 «0O6pedeHHOI A1060-
BbIO», ['yMGepT MaHuITyAMpYeT ctoskeToM uctopun KapmeHn, koTo-
PBIVI OH MICTIOAB3YET, YTOOBI CO3AaBATh M PA3pyIIaTh YUTATEABCKOE
OXXMA@HMe TOro, 4To oH ybber Noanuty." Ho oH Taxske mcrons-

o6esbstHku» (11, 16, 262). OH cpaBHMBaeT cebst ¢ APECCUPOBIIMKOM YKMBOTHbIX
(11, 3, 209—210), nopYepKrMBast TEM CAMBIM CBOIO POADb TIOPEMIMKA.

14 Frank J. Dostoevsky: The Stir of Liberation, 1860—1865 [/ ocToeBckui:
norpsiceHne ocsoboxaennem, 1860—1865]. Princeton, 1986. P. 333.

15 T'ym6epr ['ymbepr mcroasayer orcpinky k 06pasy Kapmen m uTo6sl ykazartb
Ha CIOKET OIepbl, ¥ YTOOLI HAMTOMHUTD YMTATEASIM O IEPBOM MOMEHTE, KOTAA OH
yBuAen \OAUTY Kak BOMAOIIEHNME CBOEH BEYHON MEYTDLI B TOCTMHOM AoMa ['ern30B:
oH 6e3AyMHO IOBTOPSIA B TOT MOMEHT CAOBA IIOIYASIDHOV IT€CHM, BKAIOYABIIEN
crpoxu: «O Kapmen, Kapmencurouxaly (1,13, 79).

16 CpaBHuUBast «0OPEYEHHYIO NIOOOBbY CO «CKOPOTEYHON 4aXOTKOW», OH yKa-
3BIBAET HA TO, YTO 3TA AOOOBDL TAKOBA, YTO HE MOXKET AATh AOCTATOYHO KMCAOPOAA
ANsT TIOAAepsKaHyst sKkn3HM. OTChIAKA K «CKOPOTEYHOM 4axoTKe», TyGepKynesy,
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3yeT 3Ty METAAUTEPATYPHYIO OTCHIAKY, YTOOBI CO3AATh KPATKOE
BrieYaTAEHME B3aMMHOCTYU YYBCTB, SIBHO M OYEBUAHO HE TTOAAEP-
JKaHHOe ero coOCTBeHHBbIM IMOoBecTBOBaHMeM. Ero poman c /\o-
AMTOV HAITOMMHAET €ro TMpeskKHMEe MPUKAIOYEHMS] B 9TOM POAE —
«HEMAaAO TAKOro POAA OAHOCTOPOHHUX MUHMATIOPHLIX POMAHOB
(I, 5, 30). HabokoB Takum 06pa3zoM HEABYCMBICAEHHO AAET T10-
HSITh CBOEM aBTOPCKOM ayAMTOPUH, YTO 3HAYUTENbHAS YA4CTh TOTO,
4yTo nmpokuBaet ['ymbepT, MOXKeT OKa3aThCsl CO3AaHMEM Oe3YMHO-
IO CO3HAHMSI TePOs.

O6a repost — nopnonapHbIN YenoBek u 'ymbept ['ymbept — Ta-
KMM 06pa3oM MOBTOPSIIOTCST; 1 06a aBTopa — AoctoeBckui u Ha-
OOKOB — MCITONAB3YIOT 3TY MOBTOPEHMS] U UX TTOCAEAOBATENBHOCTD
AASI AeMOHCTpalUy MCUXONOTHUM CBOUX TePOEB-TIOBECTBOBATENEN.
TloATIOABHDIVT YenOBEK HE TOABKO OCKOpPOAsieT AM3y ABaSKABI MO-
Che YHIDKEHMsI, TeEPEHEeCEHHOTO UM OT KOTO-TO €Ille, M ABaXKABI 110-
cne pazobnaveHnst CBOMX YYBCTB TIEPEA HETO, OH €llle 1 HaBSI3bIBAET
MTPOTUBOCTOSTHME ¥ OOPHOY TEM, KTO He UIIET ero 0bIecTBa, — CHa-
yana opuilepy Ha MpOryake, 3aTeM CBOMM IKOABHBIM TOBapUIAM,
3aTeM CBOeMYy CAyre u, HakoHer], — /Anze. \OCTOEBCKUI MCIOAD-
3yeT 3Ty IMOCAEAOBATEALHOCTh OAHOBDEMEHHO AASI TOTO, YTOOBI
MMOAYEPKHYTHh HPABCTBEHHYIO KOCHOCTH ' CBOETO aHTUTEPOST, U ANST
TOro, 4TOOBI TIPMAATH GOAbIIEe 3HAYeHMe TTPOoOAEeMe B3aMMOOT-
HOIIIEHUsT TTONAOB. [TOATIONBHBIT YeNOBEK He MOKET OAONETH CBO-
X cOOECEAHMKOB-MY>KUYMH — HU TeX, KTO €My PAaBEeH IO MOAOXKE-
HUIO, HU Aa’XKe CBOEro CAYry, BOT OH M HAIpaBAsIET CBOIO SIPOCTD
Ha cobecepHMITY->KEeHITMHY, Hamnbonee ysI3BUMYIO M3 BCEX, —
Ha \u3y.

Ha6okoB mopob6bHbIM ke 0o0pa3omM pasobOnadaeT MaHMaKanb-
Hoe co3HaHume ['ymbGepra I'ymbGepra, MCIOAB3YSI MOCAEAOBATEND-
HOCTb OTYETAMBO MapKMpoBaHHBIX ¢danTasmin. Panrasmst 06 yua-
ctum B lJeHTpanbHOAMEPUKAHCKMX COPEBHOBAHUSIX IO TEHHUCY

yKkasblBaeT Ha Ooae3Hb matepu IJarapa Ilo, ot koropoit ona ymepaa B 1811 r.,
Koraa GyayiemMy rmoaTy ObIAO TPU FOAQ, M HAa HOAE3HD ero HeBeCThl-pebeHka, Bup-
AkmHmm, ymepineit B 1847 r. B Bozpacre aBapuaty risitu aet. Cmepts Bupaxkmumnm
ormcana ITo B mosme «AnHaben \m». HaBOKOB OTKPBITO CCHIAAETCSI B CBOEM PO-
MaHe M Ha o3My, 1 Ha uctopuio ITo 1 Buppsxmunn. Ho 3aecs mpucytcTByer Tak-
5Ke M CKPBITAsT CCLIAKA — BeAb TyOepKyae3 — 3TO CyAbOa, KOTOPYIO MTOAITOABHDIN
4eNOBeK MpeAcKasbiBaeT A\n3e.

17O 3HaveHMn KOCHOCTU B rnipoussBepennsix Jocroesckoro cm.: Knapp L. The
Annihilation of Inertia: Dostoevsky and Metaphysics [ YVauuToxeHne KocHOCTH:
Jocroesckuit u meradpusmka ). Evanston, IL, 1996, oco6enno: p. 15—43.
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OCHOBBIBAETCSI Ha €ro TmnpealecTByomen daHtasum o cebe Kak
0 My>Ke-TpeHepe, a Ta, B CBOIO OYepeADb, BKAIOYaeT B ceOs1 Hanbonee
MIOKMPYIOIYIO connricuyeckyto panrasuio 'ymbepra — danrasuio
0 MeKCUKaHCKOM 6pake. B raaBe, KoTopast HAYMHAETCST €r0 OMuca-
HMEM TOro, Kak /\oAuTa BXOAUT B «AMAOBYIO U 4epHyIO ['ymMOpro»
(I, 3, 205), 1 3akaHYMBAETCST €TO TIPUCAYIIUBAHNEM «K €€ BCXAM-
MBIBAHMIO HOYBIO — KaXXA0M, Kaxxpou Houbto» (11, 3, 216), ['ymGepT
BbIpaXKaeT COXaneHyue, 4YTo He rnepeBe3 /\OAUTY depe3 MeKCUKaH-
CKYIO I'PaHMIY, TA€ MOT Obl JXEHUTHCST HA HEV M TPOM3BECTY Ha CBET
CUBSTITHEMTITYIO HUM(DETKY C MO€el KPOBbIO B kuaax, loanty Bro-
pyvio» (II, 3, 214). Ha nipoTsikeHnn Bcero TekcTa MeKCUKaHCKast
rpaHuiia CAYKUT MeTadopoit HEKOEero HPaBCTBEHHOTO MpeAeAa.
T'ym6GepT CAOBHO OMpaBABIBAET CBOE MPECTYIIAEHME, YCTAHABAMBAST
rpeaen, KOTOPbIM He repectyrnaet.'” [IpakTuyHOCTb MpeArnchIBa-
eT BO3BpallleHre Ha BOCTOYHbBIM Oeper u npunckaHue cebe Kakom-
HMOYAL paboTel, HO GaHTa3us He 3HaeT Takux rpaHuil. Ilepeceyn
MEKCUKAHCKYIO TPaHMI]y O3HavyaeT IpeHeOpedb OOIjeCTBEHHBIMMU
HpPaBCTBEHHBIMM HOpMaMi. V1 BOT, B cBOMX (paHTa3UsIX, OH SKEHUT-
cst Ha /\onMTe M MOPOKAAET OT Hee AMTSI-HUMPeTKy. /\anbiie — elge
YYAOBUIIIHEE: OH I'PE3UT O HOBOM ITOCTAHOBKE CBOEN COAUTICUYECKON
daHTazum, npepcTaBasist cebsl, «YIPakKHSIIONIErocss Ha OeCKOHed-
Ho nipenectHOV Noante TpeTweit B “MckyccTBe GBITH AeAOM”, BOC-
neroM Buxropom I'roroy» (11, 3, 214). 3aecs HabGokos pazo6aava-
et ¢danraszuio ['ymbepra o nopoxkaarommx danrasusx. Kak repon
MpU3HABAACS, OH YKe BTSIHYA B cBoe co3HaHme Noanty [lepsyro.”
Ero ¢anrazum o Noante Bropon n Tperbent crioco6cTBYIOT 1po-
SICHEHUIO ANST 9UTATENST €70 UANO3UM, GYATO OH MOYKET AOCTUTHYTh
TPaHCIIEHAEHTHOr0, o6pamasch K GU3N4ecKoMy, 1 A€MOHCTPUPY-
IOT KPAMHOCTH €r0 CONMIICU3MA: BEAb OOBEKTHI €ro (haHTa3ni ecTh
OAHOBPEMEHHO TPOAYKTBI ero ¢dantasui. Noamra [lepsas eme
MeeT CBOe OOBEKTMBHOE AOTOAHEHME B MoApacTaromeit \oaopec
Tens, Bropast u Tpetrbst AoAUTBI HEe MMEIOT HMKAKOV 00HEKTUBHO

18 CmM., HaripuMep: «B TOPOA€ HA MEKCUKAHCKOV IpaHuile, Yyepe3 KOTOPYIO
st He cmen niepeexatoy (11, 2, 194).

19 «PeanbHocTb NoanTel OGbina 6Gaaronoayuno ormenena» (I, 13, 77). T'ym-
6ept I'ymGepT paHTasmpyer 1 0 TOM, Kak OH OYAET COXpaHsTh \OAUTY B OAHOM
¥ TOM 3Ke cocTostHuM, 6e3 nepemeH. B orene 3avapoBanHbix OXOTHUKOB, HAIPK-
Mep, OH YKAAABIBAET €€ B [10CTEAb, BLIXOAUT M3 KOMHATLI M TAK MEYTAET O CBOEM
BO3BpalJeHMUN: «sI OTOIPY ABepb HOMepa 342 1 HaMiAy MOIO HUMGETKY, MOIO Kpacy
1 HEBECTY, B TeMHMIle XpycTanabHoro cHay (I, 28, 154).
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peanbHOCTM MAM aBTOHOMMU. VIX 3aMbicen AeMOHCTPUPYeET MeXa-
HUKY TyMOepTOBCKUX UANIO3UI: ['yMOepT CBOMM MTPUKOCHOBEHMEM
nsiTHaeT ¥ OykBaabHOe, n MeTadopuyeckoe. Kak mactepcku roka-
3piBaeT HaboKoB, ero moAnoAbHbIV 1TOBECTBOBATENb hAHTA3MPYET
0 GU3NYECKOM MOPOXKAeHUN HOBLIX danTaszuin.” 'ymbept ['ymbepT
MOJKET IMBITATbCSI 00PeCT CBOIO ay TEHTUYHOCTD ITOCPEACTBOM AFOO-
BU K «/\onnTe», NF0OBM, OTUYKAAIONIEN ero OT 00IecTBa B CUAY ee
u3BpamjeHHocT, Ho HabokoB 3pech 1OKasbiBaeT, 4TO 3Ta OTYYK-
AEHHOCTD TakKe chabpuKkoBaHa caMUM repoem.

I'ym6ept T'ymbept, Takum obpaszom, A0OABASIET TIPUBKYC MUA-
ATO30PHOCTU B CTPEMAEHVE TOCITOACTBOBATD HAA APDYTVMM, XapaK-
Tepusyloljee 1roBecTBoBaTenst JAoctoeBckoro. IToamonbHbI ye-
NOBeK ITpeAcTaBAsieT cebe AF0OOBDb KaK akT IMOAYMHEHUST APDYTOro:

«...NIOOUTB Y MeHsI — 3HAaYMAO TMPAHCTBOBATH ¥ HPABCTBEHHO IIpe-
BOCXOACTBOBATD. Sl BCIO >KM3HbL HE MOT Aa>Ke TMpepACTaBUTb C€6€ VHOM
N00BU <...> S M B MedyTax cBOUX TIOATIOABHDBIX MHA4Y€ M HE IMPEACTABASIN
cebe A106BU, Kak 6opbbHoIO0...» (5, 176).

BupeHne moaAIonbHBIM 4€A0BEKOM AFOOBY Kak O0PLObI 38 BAACTh
OTpaHNYMBAET €r0 AMHAMMKOWM, TPEATTOAATATOIIEN AMIITh ABA MCXOAA:
TOCTIIOACTBO MAM MTopUYMHeHne. Ero 3akatounTenbHble CAOBA BCKPBI-
BAIOT CYTh €0 TPAreAUM, KHAYMHAN €€ BCETAA C HEHABUCTY M KOHYaA
HPaBCTBEHHBIM [TOKOPEHMEM, & TOTOM YK U TPEACTABUTH ceOe He MOT,
9TO AeAAThb C MOKOPeHHBIM ITpeamMeTom» (5, 176). ITocpepcTBOM 3TOrO
OIIEAOMASIIOIETo Cy>KAeHMsT \ocToeBCKM pazobaayaeT repes HaMmu
BEAVYANIIYIO OTPAHNYEHHOCTh MTOAITOABHOTO YenoBeka. PaccmaTpu-
Basi ADYI'MX Kak OO'beKThl, a He KaKk paBHbIX ceOe, OH AumaeT ceost

20 Manrasus, nopoxaammas GaHtasmum, AeMOHCTPUPYET HEOOXOAMMOCTb ANSI

Ha6okoBa npeB30oyTi CBOMX AMTEPATYPHBIX ITpeAliecTBeHHNKOB — u 1o, amepu-
KaHCKOTO TIPEAINIECTBEHHNKA, KOTOPOT'O OH OTKPBITO IIUTUPYET, 1 [\OCTOEBCKOTO,
PYCCKOTO MPEAIIECTBEHHNKA, KOTOPOIro OH CKpbiBaeT. HezaBucumo Apyr ot Apyra
B 1840-x rr. u Ilo, u \ocToeBCKMIT HAMMCaAM TTPOU3BEAEHUST O ABOVIHUKAX: «Bu-
absim Bunbcon» . ITo (1839) u «ABonuuk» \octoesckoro (1846). Beuay cxop-
crBa npousBepeHnit [To 1 A\OCTOEBCKOro HEYAMBUTENBHO, YTO MOCAE BO3Bpallle-
HMST U3 CUOUPCKOM CCHIAKY [\OCTOEBCKIUI BKAIOYAET PYCCKIE [TepPeBOABI GOANEPOB-
CKMX 1epeBOAOB Tpex pacckaszos [To — «Cepane-o6anunrenny (1843), «HepHbiit
kot» (1843) n«Yepr B paryme» (1850) — B epsbiit, nporpaMmHbii, Homep « Bpe-
MeHI», [IePBOI'0 AUTEPATYPHOTO XyPHAAA, KOTOPBIV OH M3AaBaA CO CBOMM 6paTom
Muxannom. Bpatbst \ocToeBckue ny6ankyror 3atem «I[Toxoxaenns Aprypa [op-
pona ITertma» (1850) B Tperbem HoMepe «Bpemenn». 51 6naropapro 'anny Borpap
3a aToT 0030p nybdankanmi ITo B skypHane \OCTOEBCKMX 13 €€ rOTOBSII}EVICSI K ITe-
yatu ctaTeu «\octoesckmit u darap [Tox.
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BO3MO>KHOCTY 3HAYMMBIX OTHOLIEHWI, 4 CAeAOBATEABHO, 1 BO3MOX-
HocTU camorio3Hanust.” Co3paBast MUp COrAacHO CBOeMY COOCTBEH-
HOMY 00pasy, OH yBEKOBEYMBAET CBOIO CAMO3aMKHYTOCTb.
Ha6okoB yBennumsaetr mnzbpannyio 'ymbeprom I'ymbeprom
CaMO3aMKHYTOCTb, HAAEASISI €70 BA€YEHMEM K PeOEHKY Kak K CeK-
cyanbHOMy 06bekTy. ['yMOepT He TOABKO Ammiaer cebGsi BO3MOXK-
HOCTM CaMOTIO3HAHMSI, OH MIETOAsIET CBOeN repobunnert. XoTst oH
n3AeBaeTcst Hap ppeyiarcTamu,” OH HACTOMYMBO BLICTABASIET HA-
MoKa3 CBOe BAeYeHME K HUMPETKAM KaK CAyday 3aAePKKU B CEK-
cyanbHOM pasBuTuu. To, YTO OH TOBOPUT O HMMPETKAX, MOKHO
C TeM 3Ke yCrexoM oTHeCT! 1 K Hemy: «IlycTs urparot oun Bokpyr
MeHsI Be4HO, HuKoraa He B3pocaes» (I, 5, 31). Boipactu o3nava-
€T IPUHSITh [lepeMeHy, a BMECTE C TEM M OTBETCTBEHHOCTD. ['yM-
6epT coXpaHsieT MOAPOCTKOBYIO A€P30CTh 10 OTHONIEHUIO K TEM
00IJeCTBEHHDBIM YCAOBHOCTSIM, KOTOPbIE AOMNKHBI ObIAM ObI pery-
AMpOBaTh ero BaevyeHus. [lepBoHavYanbHbBIN OMBIT ¢ HEPA3OOPUM-
BBIMI B CPEACTBAX MaAaM Hay4YuA €ro TOMY, YTO €ro CEKCYyanbHbIE
[IPEANTOYTEHNST AOAKHBI OCTABATHCSI B MOAIIOABE, €CAM OH XOYeT
He TPOCTO OCTATHCS 1]en, HO I UMEeTb BO3MOKHOCTb UX YAOBAETBO-
psiTh.* W OH MieT 3aiUTHBIX TOKPOBOB M CAEPKMBAIOIINX Y3: OH
CO3HATEeAbHO BCTYIIAET B CBOM MEPBbI Opak* B HAAEKAE, YTO AO-
MAaIIHsIsI PYTUHA M PETYASIPHDIN CEKC CMOTYT [TOMOYb «€CAY HE OT-
AEAATHCSI OT IOPOYHBIX M OIMACHBIX [TO3LIBOB, TO MO KPAJiHE Mepe
MupHO ¢ HUM crpasasitees» (I, 7, 35). T'ymGepT Takum o6pasom

21

Sutherland S. R. The philosophical dimension: self and freedom [ ®uaocod-
ckoe n3Mepenne: camocts 1 ceobopa]//Ed. M. V. Jones, G. M. Terry. New Essays
on Dostoyevsky. Cambridge, England, 1983. P. 179.

22 Cm. HepaBHue nyb6amkanmm, mocssimeHHsle HabokoBy u  Dpenpy:
Couturier M. Narcissism and Demand in Lolita [Hapuuccnsm u norpe6HOCTb
B «\onnre»] // Nabokov Studies. 2005. Vol. 9. P. 19—46, and de la Durantaye L.
Vladimir Nabokov and Sigmund Freud, or a Particular Problem [ Baaanmup Ha-
6oxoB u 3urmynp Pperip, uau ocobas npobaema) // American Imago. 2005. Vol.
62,1.P. 59—-73.

% DTOT MOTUB BO3BpAlaeTCs B [IO3AHENIIEN CljeHe B rocrniurane, rae I'ymbep-
Ty I'ymbGepTy npuxoanTcst Bestaecky 00y3AbIBaTL ce6sl, 4TOOBI M36eXKaTh apecTa:
«...HO 4TO Ke 51 MOT cAenarb Apyroro? OaHa nmpocTast MbICAb CTOSING KaK Obl HAru-
IOM TIEPeAO MHOM: I'AaBHOe — ocTaThest Ha Bone. CoBepu st A06OM OIpoMeTYn-
BBIJI LIAr, — ¥ MHE IIPUIINOCH ObI OOBSICHSITH BCe TOAPOGHOCTHM CBOEV IIPECTYITHOM
sknzuan. [Toatomy st npurBOpuacs opypesmumm ot 3anosy (11, 22, 302).

24 B anramiickom tekcrte ['ymMBepT roBOpUT, 4TO JKEHUTCSI AASI «COOCTBEHHOM
6e3orracHOCTN» — (ppasa, MpoIyujeHHast 0-PYCCKM.
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BOBAEKAETCSI B APDYIOr0 pOAad AMHAMMKY CEKCYanbHOW BAACTH,
He>xean riporaronuct J\ocroesckoro. OH nmpeo6pasyeT TepMUHDI
BAACTHOWM AMHAMMUKM MMOAITOABHOTO YeNOBeKa M3 VUAU-UAU — TO-
CITOACTBO UMM TTIOAYMHEHVE — B M-U. B cBoux 6uTBax c HUMpeTKa-
MM 1 C caMuM cO00¥T OH OAHOBpPeMeHHO rocrioarH n pab. Korpa on
YAEPXKUBAETCS OT TOTO, YTOODBI KAK-HUOYAD IPUYMHUTD OO CBO-
e 1epBoY skeHe Banepuu B MpMUCyTCTBUM ee ClIACUTEAS], OH ITPU-
3HaeTcs:: «['OABI 3aTaeHHBIX CTPAAAHUI MeHsI HAYy4YMAU CaMoo0-
napanuio ceepxvenoedeckomy» (I, 8, 39). Ilporaronucrer aTon
OOpbLOBI — YACTU €ro caMoro: ero BOAsSI TOP>KECTBYET Haj ero Te-
nom. Ho xors I'ymbepT Mo>keT yCTaHOBUTDL KOHTPOABL HAa2, CBOUM
MOBEAEHMEM, €EMY He YAAETCSI KOHTPOAMPOBATDH CBOE CEKCYaNbHOE
BA€YEHME K AEBOYKAM — ITO BAEUYEHME OH IMOYUTAET HEOTHEMAE-
MO 4acCTbIO CBOeV pUPOALL.” Byayun He criocOOHBIM MAM He Ke-
naslt OTKas3bIBATLCSI OT ITOV cBoel yactu, ['ymbGepT mzobperaer
PUTOPUYECKOE OMpaBAaHue AAst cBoux AercTBuit. OH cMsirdaer
CBOIO BMHY, MEPEKNAABIBAST OTBETCTBEHHOCTDb 3a CBOE BAEYEHME
U AeVICTBUSI Ha pebeHKa-Apyroro.” HecmMoTpst Ha To 4TO Bo3pacT
u pu3nIecKe AaHHDbIE €CTECTBEHHBIM 0OPA30M AEAAIOT €r0 XMII-
HUKOM — MeTadopa, KOTOPYIO OH ITOCTOSIHHO MTOBTOPSIET TIPUME-
HUTEAbHO K cebe, OH OAHOBPEMEHHO MPEACTABASIET CeOsI JKePTBO
AeMoHMYeckon marnm HuMmpetok.” Habokos, B CBOIO 04epeAb, 1cC-
MOAb3YeT PUTOPUYECKYIO cTpateruto ['ymOepTa, rpuaararoiero

% «S1 6bIn Ob1 IAYTOM, KAOBI CKa3an (@ 9MTaTeAb — FAYILIOM, KaObl TOBEPUA), YTO
MOTPSICEHNE, KOTOPOE 51 MCIIBITAA, TOTEPSIB AOAUTY, HABCErAA MEHS M3Ae4YMAO OT CTpa-
CTU K MAAOAETHUM A€BOYKAM. /\ONUTY sI TENEPb TOAIOOMUA APYTOVi AFOOOBBIO, 3TO ITPaB-
Aa, — HO ITPOKASITasI IPMPOAA MOSI OT 3TOro He MoXKeT n3neuntoes» (11, 25, 315).

% Korpa I'ymbGepr 'ymbGepT yriopHO niepeknaabiBaeT BUHy Ha A\OAUTY, OH UMeeT
B BUAY UX 1tepBoe coepntenne. [Tocae Toro, kak oH MPOBOAUT aGCONOTHO GeCCOH-
HYIO HOYb, [IOCKOABKY €r0 XMIJHIYEeCKMIT [TAaH ObIA COPBAH AOKTOPOM, CHAOAMBIINM
ero GanbmMBLIM CHOTBOPHBIM, MMeHHO /\oanTa, 3asBaser ['ymbGepr, cTaHOBUTCSI
VHUIJMATOPOM MX NIOOOBHOV CBsI3N: «/\eBCTBEHHO-XOAOAHBIE TOCIIOXXM ITPUCSIK-
uole! S monaran, 4TO POVMAYT MECSILIbI, €CAM HE TOADI, IIPESKAE YeM sI [TOCMEIO OT-
KpBIThCsT ManeHbkon Aoaopec 'ert3; HO K miecTn yacam OHa COBCEM ITPOCHYAACD,
a y>Ke B 4eTBEPTb CEABMOTO CTaAa B IIPSIMOM CMBbICAE MOelt AoGoBHMIEeN. S certyac
CKaXy YTO-TO OY€Hb CTPAHHOE: 3TO OHA MeHs1 coBpatuaa» (1, 29, 164).

2T «YenoBeveckue cymectna, caymanre! SI ponkeH 6bin MOHSITh, yTO /\oanTa
yKe 0Kazanachb 4eM-TO COBEPIIEHHO OTAMYHBIM OT HEBUMHHOWM AHHabeAAbl M 4TO
HUMPUYIECKOE 310, AbIIIAl]ee Yepe3 KaskAYIO [TOPY 3aBOPOSKEHHOM AeBOYKM, KOTO-
PYIO 5 FOTOBMA AASI TAVIHOTO YCAQXKAEHMSI, CAeNaeT TanHy HeCOLITOYHOM M yCAasK-
A€HMe — CMePTeAbHBIM. 51 AoAKeH ObIA 3HATDH (110 3HAKAM, KOTOPbIE MHE [TOAABAN0
4YTO-TO BHYTPM /\OAMTBI, — HAcTOsIast AeTckast /\oAMTa MAM HEKMIT M3MOYXKAEH-
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K cebe MpoTMBOpeYane Apyr Apyry o6pasnl XUITHMUKA U KEPTBHI,
4TOOBI €ro caMoro MpeACTaBUTh U300AMYMTEAEM COOCTBEHHOTO
3rou3mMa, paBHO Kak M >KenaHusl yonakxaTb CBOM 3romnsm Ha 000-
ux nyTsix. Vzobpasxkas cebst xumHukom, I'ymbepT AeMOHCTpUPYeET
CBOIO YAanb, PABHSIsI Ce0sT TAKMM 0OPaA30M C CUABHBIMU, CEKCYanb-
HO aKTVMBHBIMY MY>KYMHAMM; YBEPSIsI, YTO OH — YKePTBA, OH BKAIO-
4aeT B CBOM 00AMK 0e33aImMTHOCTDb U n3obpakaet cebst pebeHKOM.
TTopo6HO AocToeBckomy, HabokoB 3apericTByeT 3Ty TO XBacT-
AMBYIO, TO JXanOCTAMBYIO PUTOPUKY, YTOOBI PazobAaumTh AYIINY
CBOETO MTOBECTBOBATENST.

Tlo6er Aoautsl pazperniaet rpodbaemy I'ymbepra, He 3HaOMEro,
YTO C HeWM AenaThb, KOTAA OHa repepacTeT cBoe HUMPeTcTBO. Ee mober
Tak>Ke CBUAETEABCTBYET O TOM, 4TO Hap ['ymbepTom TsiroTeeT mpu-
HYAUTEABHOE TTIOBTOPEHME, TOCKOABKY OH MTOBTOPSIET aHAAOTUYHBIN
no6er nepsoyt skeHbl ['ymb6epra Banepun. ITopo6H0 Banepun, Noan-
Ta yberaet ¢ APyrmM MysKYMHOM, OTHOCSIIIMMCSI K HEI KaK K BEIu;
nopo6Ho Banepum, oHa AeVICTBYeT COraacHO CljeHapuio, HarcaH-
HOMY 3TUM APYTUM MY>KYMHOM. VI, TOAOBHO MOATIOABHOMY Y€AOBEKY
y AocroeBckoro, 'ymbepT oTBevaeT Ha o6a yHUKeHMsI, Tepedupast
B BOOOpaskeHuM pasHble crtiocobnt Mmect. Ho ecant moAnmoabHbIN yeno-
BEK TOABKO MEYTAET O TOM, KaK OH «aBOAMYNTY B MeYaT YHU3UBIIETO
ero opurtepa (5, 129), 'ymbepT BoITOAHSIET CBOE HAMEDPEHME — UAU
YTBEPIKAAET, YTO BBITIOAHSIET: OH onmnchiBaeT Banepuio u Makcumo-
BMYA TOABIX U EASIIIIMX PYKaMM, CTOST Ha YeTBEPEHDbKAX, B MPOIlecce
Hay4uHoro axcrepumenTa (1, 8,42). Ecan moamonbHbINN 4en0BeK AUIIDb
MedTaeT o Ayaau ¢ opuirepom (5, 128), a 3atem co 3BepbKkoBbIM (5,
149), T'ym6epT cocTpsimbiBaeT AyaAb ¢ Kynabtu.

B TO BpeMmst kak MOANIONBHBIV YeAOBEK HITAMITYeT BooOpaskae-
Mble AYIAU, YTOOBI AOKa3aTh CBOE COOCTBEHHOE CYIIeCTBOBAHME,
J\OCTOEeBCKMIT UCTIONB3YET ITU €ro OAHOCTOPOHHME B3aUMOAEN-
CTBUSI, 9TOOBI MOAYEPKHYTH B 3HAYUTEALHOM CTEITEHV BLIMBIIIAEH-
HYIO M YTOMUTENBHO TTOBTOPSIIONIYIOCSI TIPUPOAY KM3HU CBOETO
antureposi. Cxoannim o6pazom HabokoB ucrionb3dyeT Tpu aBTo-
MOOUABHBIX TyTeltecTBusl ['ymbepra, 4TOObI 0603HAYUTH MMOCAE-
AOBaTeNbHOE YAANEHME CBOETO aHTUTEPOST OT OO HEKTUBHOM Peanb-
Hoctu. OH «6bin yBepeH novemy-Tto» (11, 28, 328), uro onpepenen-
Hble ClJeHapuy peannsyroTcsl, uto, Hanpumep, /Ao B Karudopuun

HBI aHTeA 3@ ee CIIMHOM ), YTO HUYero, KpoMe Tep3aHusl M ykaca, He IpUHeceT
oxupaemoe 6aaxkeHctBo. O, kpblaaTblie rocropa rnpucsokasie!» (1,28, 155).

294



IToononvHuiil uenosex 6 Amepuxke: cnyuau «lonumory Haborosa

UrpaeT B TEHHUC, TOCKOABKY OH TIOAAraj, 4To ee NOXUTUTEAb OY-
AEeT CAepOBaTh ero GaHTa3nM CAENATD ee YeMITMOHKOM 110 TEHHUCY.
IdTtoT PaKT, KaK ¢ 3aro3paHneM y3HaeT YUTATEeAb, BAOXHOBUA €r0
TPETBIO ITOE3AKY Yepe3 BCIO CTPaHy B COMTPOBOXAeHUM PUThi:

«$1 TOABKO YTO MpekpaTua noucku: 6ec anbo Haxoamnacst B Taprape,
VAV BECENO FOPEeN y MeHsl B MO33KeuKke (TAe rpesa u rope paspyBanu mnaa-
Msl), HO BO BCSIKOM CAydYae HUKAKOrO He MMeA OTHONIEHVSI K TYPHUDY TEH-
uuca, B Can-/\nero, rae B >K€EHCKOM pa3psiAe MepBbIi NTPU3 B3sIAA IIECT-
HapnatunetHsist Aopores ['aas, myskernopo6nast apinpa» (11, 26, 318).

Tperbst moespka ['ymbepra, Takum 0o6pa3zoM, MPEACTABASIET
€ro TMOMBITKY MPeCAeAOBATh (PAHTAZUIO — MTOPOKAEHHYIO €ro Co0-
CTBEHHBIM BOOOpaskeHMeM, HO CITPOEIMPOBAHHYIO UM Ha A€MOHU-
YeCcKOoro Apyroro.*

XOTsl TIOAITOALHBINT YeA0BeK /\OCTOEBCKOTO TaKks>Ke MPUHYAM-
TEeALHO MMOBTOPSIET caM ce0sl, OH IMPU3HAET U MOATBEPKAAET CBOE
3HAaHME O pa3pblBe MeXAY ero GpaHTasusiMM U ero >KM3HEHHDLIM
onbiToM. OH paeT \M3e CBOW appec M ITIOTOM TPEITeleT TP AHSI,
6osich, uTO OoHa npuaeT. Korpa A\usa rosiBasieTcst B ero KOMHATe,
OH ITPU3HAET CBOW M1030P:

«Crmacatn! <...> 5l BOT APO’Kan 3Tu TP AHSI OT CTPaxXa, YTO ThI TPUAEIIb.
A 3Haen, YTO BCe 3TU TPU AHsI MeHsI 0c0beHHO 6ecrtokonao? A To, 4YTO BOT
sI TOTA@ FepOoeM TaKMM IepeA TOOOV TPEACTABUACS, & TYT BOT Thl BADYT YBMU-
AMIIb MEHsI B 9TOM PBAHOM XaAaTUIIKe, HUIlero, raakoro» (5, 173—174).

Takum 06pa3oM, MOAIOALHBIM YeAOBEK IMPU3HAET pas3pbiB
MEKAY €ro MAeanbHOW M HAAUMYHOW AMYHOCTSIMU — MEKAY KAU-
IV POBAHHBIM CITACUTEAEM MPOCTUTYTKU U YOOIMM MedTaTeAEM.
Ho Ausa, BeiTeprieB ero ockopO6aeHMs, HEOKUAAHHO MTPOTSITMBAET
emy pyky romoiu. OH OIeAOMAEH 3TOV ITEPEMEHON PONEIT:

«51 pO TOTO MIPUBBIK AYMATH M BOOOPAKATh BCE IO KHMKKE U ITPEACTAB-
AsITh cebGe BCE HA CBeTe Tak, KAK CaM elje MPeXXAe B MeUTax COYMHUA, YTO
A&sKe Cpasy ¥ He MOHSIA TOTAA 9TOTO CTPAHHOTO 06cTosiTenbcTBaY (5, 174).

B koHIle KOHIJOB, MOANOALHBIV Y€AOBEK OKa3bIBAETCSI HE CITO-
cobeH MpuHsSITH AT060BL Am3bl. OH He MOKET NTPUHSITh €€ aBTOHO-
MMM, TOTOMY YTO OHA YI'POSKAET €ro COOCTBEHHO.

% Bo Bpemsi cBoen rocaepHent BeTpeun ¢ 3amyskHert Aoamntont (Noaan na-
nep) I'ymGepr «y3naer», uro Kymnabtu npepnaran Aatsb et poab B pyabME O FOHON
YEeMITMOHKE 10 TEHHUCY. DTa npoekiust ero cobcreHHon ¢panrasun (cm. 11 20,
285), obopaunBaromericst ciyeHapueMm KymabTu, CAYKUT elje OAHUM CBUAETENDb-
crtBoMm conanncnama ['ymbepra.
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T'ymb6ept 'ymbepT, Anst kKoTOpPOTrO aBTOHOMMST \OAOpEC — TOKe
yrpo3a, umjeT AI0OBM B COAMIICM3ME, TPAHCIIEHAEHTHOTO B MMMa-
HeHTHOM. OH rpe3uT 0 GUBNIECKOM MOPONKAEHUM COOCTBEHHBIX
danrasun — Noantel Bropoit u Noauter Tperbent. OH, Takum 06-
pasom, BriepBble 3aBepiiaeTcs, rornas B KAMHUKY. V6o I'ymbept Mmo-
SKeT ObITh KaKk OYKBanbHBIM, Tak U MeTadopudeckum younijen. On
He youn Noanty 6ykBanbHO, Tak, kak Xoce youn Kapmen, on mera-
dopudeckn youn ee. YHUYTOXKMB ee aBTOHOMMIO, BTSIHYB €€ B TIpe-
A€Abl CBOEro CO3HaHMsI, OH He OCTaBUA €1 MHOI'o BbIOOpa, KPpOMe
GerctBa. B xoHIje OH yOuBaeT, uAM rOBOpUT, 4TO yousaet, Kyunb-
™ — KynabTtn, KoOTOporo oH MopeAMpyeT Kak CBOIO YaCTh, T. €. KaKk
ITPOEKIIMIO CBOEN HEraTUMBHOM, CAMOBO3BEAMYEHHOW M3BpallleHHO
AMYHOCTH, CBOETO ABOVMHMKA 1O /\OCTOEBCKOMY, KOTOPBIN AOAYKEH
yMepeTh, uTo6bl ['ymbepT ['yMOepT Hamvcan cBOIO 1MOBECTD.

DunanwbHas peknapanust ['ymbepra o ero At068u Kk AoanTe co-
AEPKUT CXOAHBIN ITapapOKC: AF0O0BDb, KOTOpast ocBobokaaeT /\o-
nopec I'ei13 u3 ToppMbl ero paHTaszum, OAHOBPEMEHHO yOMBaeT
ee — u ero. Boo6pasus Nonuty, emy He NMPUHAAAEXKAIN]YIO, MO-
IyIIyIo MPOU3BECTM HAa CBET Manb4yuka, & BOBCE He KOMUIO cebsi-
unumperku (11, 36, 375 — mocnaepHsist cTpanniia), OH OCBOHOXK-
AdeT CBOVI Mpe>XKAe AMIIEeHHDbINT CBOOOABI HDABCTBEHHBINT MMITYADLC.
OpHako, ocBOOOAMB cBOIO haHTA3MIO, OH YMUPAET OT CEPAEYHO-
ro mpuctyna — OyKBaabHOE M MeTadOPUIECKOe CBUAETENBCTBO
TOTO, YTO €ro OTYY>KAEHHAsI CYIJHOCTh CTand UCTUHHBIM €ro Cy-
mectBoM. Ero mocaepHmiT 5kect eCTh akT COAMIICU3MA: OH AeNaeT
OeccmepTHBIM 06pa3 cBoen paHTa3UN.

T'ym6epT I'ymb6epT 1 MoAnIonbHBI YenoBek /\OCTOEBCKOrO OT-
BepraroT colmanbHbie HOpMbI. [locTaBmB cebst Bollle cBOMX cobpa-
TheB, UIA TIPABAY AMIIb BHYTPU COOCTBEHHBIX HAPIIMCCUYECKUX
AMYHOCTEN, KOTOPbIE OHM TTPOU3BEAU U3 CBOUX Ke (haHTa3UI, 3TN
OTYYXKAEHHBIE TE€POM-TIOBECTBOBATEAM IIPETEHAYVIOT Ha WCTUH-
HocTb. Ho Mx aBTOpPDI, CKOABL ObI pA3AMYHBI OHU HU OBIAY, YKA3bIBA-
FOT OAVIH M TOT YK€ My Th MCXOAA M3 M30paHHOM X TTOBECTBOBATENS -
MM CAMO3aMKHYTOCTU — UCTUHHbBIE COCTPaAaHMe 1 Af060Bb. Toab-
KO B MCKAIOYMTEAbHbIE MOMEHTBI, KOTAA OHM MOTYT MPEACTABUTD
Nu3y v NoAnTy Kak MCTUHHBIX APDYTUMX, @ He KaK AUTepaTypHble
BBIAYMKM, YAAETCST TUM OTUYKAEHHBIM F€POSIM-TIOBECTBOBATENSIM
YAOBUTDH MTPOOGAECK TOTO, YTO OHU UIIYT.

Bomnomjast coBpeMeHHOe COCTOSIHME dYeAOBedYecTBa — T10-
MCK MCTUHHOCTY, ayTEHTUYHOCTH, B OTUYKAEHHOCTU — B CBOEM
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nckyccrse, AocroeBckmit u HabokoB 3acnayxuam Heccmeptiye.
Ho oapHOBpeMeHHO OHM BBICKA3anAMCh MO MOBOAY MapajpOKCanb-
HOW TIpUPOABI uckycctBa. OHM co3panmM  TOBeCcTBOBAaTeNEN-
MapapOKCaNMCTOB, KOTOPBIX MTPECAEAYET HEKMI 00pas3, M OHM ITbI-
TAIOTCS TOAYYNTH OOPATHO UAM OOPECTM HAKOHEI] B MICKYCCTBE TO,
YTO OHM MOTEPSIAM VAU Y€TO HUKOTAA 1 He Haxoauan. O6a aBropa
MCMOAB3YIOT MeTapU3MIeCKMe YCTPEMAEHMST CBOUX FepoeB, 4TO-
OBl SIBUTb CBOVI COOCTBEHHBIVI — BHEAUTEPATYPHBIN — YKa3ylo-
MUV TIEPCT, TTIOTOMY YTO MICKYCCTBO — 3TO 06AACTH, TA€ CMENIaHbl
TpaHCIJeHAEHTHOE ¥ MMMaHeHTHOe U TAe BOOOpaskeHne obpera-
erT pusnveckoe maMepeHmne. YeAnMHEeHME MOATTOALHOTO YeA0OBeKa
u 'ymb6epra 'ymbepTa nmopBuraeT nx K CaMOBBIPASKEHUIO, AASI KO-
TOPOTrO OHU KAXAYT o6pecTu caymarenet. VIx ncanumst penaror
OYEBUAHBIM MX CTPEMAEHME ObITh MPU3HAHHBIMU Y TIPUHSITHIMU
B TOM CaMOM OO0I[eCTBe, YbM HOPMBI OHM OTBeprarmT. Mx momeiT-
KM COXPaHUTh KOHTPOAbL HAaA COOGCTBEHHLIMM 06pazamu, OAHAKO,
pasobaavarT UX cnabocThb, OTKPbIBASI TAKMM 00pa3oM Kak pas To,
YTO OHY MBITAIOTCST CKPBITh. B TO BpeMst Kak MOATTONBHDIN Y€NOBEK
MBITAETCST M36€e3KaTh HOPM MMOCPEACTBOM (HaHTA3UN U PUTOPUKMA,
a 'ymb6ept I'ymGepT n3bupaeT Tpory acrera, cama MpUPOAA UX
MPEATIPUSITUSI I X MCKYCCTBA BCKPBIBAET HEOCYNECTBUMOCTH UX
reaert. OHM TIIATEABHO UCCAEAVIOT Ce6sl B CBOMX MTMCAHUSIX, OThI-
ckmBast uctTuHHoe B cebe. Ho oHM HMYero He HAXOASIT, TOTOMY YTO
Te «OHW», KOTOPBIX OHU MCCAEAVIOT, €CTh BCETO AUIIb TTPOU3BO-
AHDIE UX JKe COOCTBEHHBIX (DaHTA3UIT U CTPAXOB, UMM K€ CO3AaAH-
HBIX MEeCT 3aKAI04YeHMs Anst ceOst camux. Hu MOATIONBHBIN YenoBex,
uu I'ymbept 'ymMOepT He HAXOASIT MTyTU BOBHE — pasBe 4YTO B Te
MCKAIOYUTEABHBIE MOMEHTBI, KOTAA OHM Ha MUT ITPO3PEBAIOT CBOIO
rAyOMHHYIO CBSI3b C ADYTMMU. B TOAITIOABHOM TTOBecTBOBaHUM J\o-
croeBckoro n HabokoBa Takve MOMEHTDHI BO3HUKAIOT TOTAA, KOT-
Ad VX HApIMCCUYECKME TTOBECTBOBATENN BAPYT BUASIT SKEHIINH,
KOTOPBIX OHU XOTEAU MTPEACTABUTH UCKAIOYNUTENBHO MTPOAYKTAMMI
COOGCTBEHHOI'O CO3HAHMSI, KaK HACTOSIIIMX AIOAEN, He TIOABAACT-
HBIX X KOHTpoA. Takum obOpaszom, NocroeBckmit 1 Habokos
HarAsIAHO TIOKA3bIBAIOT, YTO TPAreAust MMOATIOADSI A€KUT B MPEA-
nmoyYTeHMn (GaHTa3mMM PeasrbHOCTU, YEAMHEHHOCTU OTHOIIEHUSIM
C ATOABMM, COAMUTICU3MA — AFOOBH.

ITepesoo ¢ anenuiickozo Tamvanu Kacamxunoi
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ITEPEITMCBIBAHME CIOJKETA
JIPECTYIIAEHMS 1 HAKA3AHMUST»
B PYCCKOM AMTEPATYPE
KOHIJA XIX—HAYAAA XX B.

OmmcpiBasi MPU3HAKY TaK HA3bIBAEMbBIX « KDAMHUX» UAU KIT€Pe-
XOAHBIX» 310X B uctopun denosedectBa, H.. Koupaa HasBan
CpPeAM HUX TEHAEHIMIO K «BO3BPATHOMY» ABMIKEHUIO KYABTY-
pBl K ApeBHOCTH, K cBouM mctokaM.' B craree H.J. Konpaaa
0XapaKkTepU30BaHbl ABE U3 BBIAENEHHDBIX MM I€PEXOAHBIX 3ITOX
B victopun EBporbl: aannHumn3m u Peneccanc. HoBertmast mepexop-
Hasl 3TI0Xa, HAYan0 KOTOPOI OTHECEHO YYEHBIM K OCNEAHEN Tpe-
™ XIX B., AMIIIb yITOMSIHYTa, OAHAKO HET COMHEHUSI, 4YTO U K HeW,
10 MHEHUIO aBTOPA, IPUMEHUMBI T€ K€ TUITOAOTMYEeCKMe ITapame-
TPBI: PEBOAIOIIMST YMOB, TEHAEHIIMST K BO3BPATHOMY KYALTYPHOMY
ABVMIKEHUIO, IEPECMOTP MPEACTABAEHUIT O COCTABE AUTEPATYPHI.

TeHpeHIIMST K «KYABTYDHOMY BO3BPAaLEHUIO» AAST PYCCKOM
KyAbTypbI py6exa XIX—XX BB. MposiBAsinacb MHOrooOpasHo. DTO
M 3HAMEHUTDIV, OOCYXXAABIIUICS KPUTUKOM «OTKA3 OT HACAEA-
CTBa» MECTUAECSTHUKOB,” ¥ TOMCKY HOBBIX 3TUYECKMUX U DCTETUYE-
CKVX IJEHHOCTHBIX KDUTEPHUEB, U BOCKPEIEHNE MTOAY3a0bITHIX aBTO-
pPOB (B 4aCTHOCTHU, MMOITOB «YMCTOrO UCKYCCTBA» ), U OCMBICAEHME
OTeYeCTBEHHOM KYAbTYPBI B MMPOBOM KOHTEKCTe (BO3DPOKAEHME

! Cm.: Korpao H. V. O HEKOTOPBIX BOMPOCAX MCTOPUM MMUPOBOV AUTEPATY-

pst // Koupad H. M. 3anaa n Bocror. M., 1972. C. 423.

2 Cm.: Beneepos M.A. drarnbl HeopoMaHTHYecKOro ABmkeHus:: CTaTbs rep-
Bast. VII. Bocbmupecstoie roant // Pycckast amreparypa XX Beka.M., 1914.
K. 1. C. 26. Cm. rakxe: Pozanos B. B. IToyemy Mbl OTKa3bIBa€MCSI OT «<HACAEACTBA
60—70-x ropos»? // Posaros B. B. Cou. M., 1990.

© A.M. MaromepoBa, 2011
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nHtepeca k durypam N\anre, [lerpapku, l'ere, k kxpyskkam Hemerr-
KMX DOMaHTMKOB), M HOBOE MPOYTEHME KAACCUYECKUX TEKCTOB
B KpUTHKe. SIBAeHME, O KOTOPOM 51 OYAY TOBOPUTH B CBOEM COO0-
[JeHUM, KAcaeTcsl He KPUTUKM, a XYAOKECTBEHHOI'O TBOPYECTBA
M B KAaKOV-TO CTelNeHM y>Ke OKa3bIBAAOCh IMPEeAMETOM BHMUMAaHMsI
MCTOPUKOB AMTEpPATYpbl. Pedb MOMAET O AMTepaTypHOM pedaex-
TUBHOCTY BHYTPM XYAOXKECTBEHHOrO TeKCTa, 00 oOpaljeHHOCTU
AMTepaTypbl Ha camoe cebsi, MeTaAMTepaTypHOCTU KAk OAHOM
13 BXKHEVIINX MPU3HAKOB KYAbTYPbI KOoHIJa XX —Hauana XX B.
CoBpeMeHHbIE UCTOPUKU AUTEPATYPBI OOBLIYHO TOBOPSIT O Me-
TAAUTEPATYPHOCTY B CBSI3U C CUMBOAVICTCKUMU U ITOCTCUMBONNCT-
ckumn Tekctamu. OAHAKO MHE XOTeAOCh Obl 0OPaTUTh BHMMAHME
Ha TO, YTO 3TO SIBA€HME HOCUT YHUBEPCAALHBIN XapaKTep M He Me-
Hee YacTO BCTPEYAETCs] B TEKCTAX IMMUCATEAEN TaK Ha3bIBAEMOTO
peanvicTudeckoro aarepsi. VIMeroTcst B BUAY TEKCTbI, BOCIIPOMU3-
BOASIIIIME CIOJKETHDbIE XOABI M MOTUBDLI M3BECTHBIX KAACCUYECKUX
nmpomnsBeAeHMI pycckoyt antepatypnl XIX B. ¢ co3HaTenbHBIMU
MOAEeMUYECKVMU OTCBIAKAMU K TEKCTY-UCTOYHUKY U CO CTOAD K€
CO3HATENBHON MMOAEMUYECKON TpaHchopMalmen MCXOAHOTO 00-
pasna. [Ipu aTOM MOXHO yKasaTb Ha ABa OCHOBHBLIX TUITA OTHO-
IIEHNIT MeXAY TekcTamu. B mepBom cayvae (HambGonee 4acTtom)
repoy NMOMHUT O CBOEM POAOCNAOBHOV M CO3HATEABHO COOTHOCUT
coOCTBEHHOE TMOBEeAeHME C TOCTYIKAMU CBOEro AUTEPATYPHOTO
npapoauTens. Bo BTOpOM cayvae repovt HU4ero He 3HaeT O CBOEM
MpeAIIeCTBEHHUKE, M BCSI TOAEMUKA C TEKCTOM-UCTOYHUKOM Be-
AeTcst B chepe aBTopa-mosectBoBaTenst. Mesxxay aTuMu moarocamm
pacrionaratoTcst Gonee CAOKHbDIE CAyYan, KOTAA TOUKA 3PEHUSI TepOost
SIBHO AU HESIBHO KOPPEKTUPYETCSI aBTOPOM-TIOBECTBOBATENEM.
Cpeart M3NFIOONEHHDBIX «IIE€PENMCLIBAEMBIX» TEKCTOB-MCTOYHU-
KOB OKa3bIBAIOTCSI TPOU3BEAEHMST, CO3AABINIME BASKHEIINE UAETTHO-
MMOBEeAEHYECKYE KOMIAEKCHI, CBOETO POAA KYAbTYPHBIE KOADBI ANST
HECKOABKMX [TOKOAEHUI PYCCKOT0o 0Opa3oBaHHOro untarens. Jarie
Bcero HabnaoAar0TCst oopanjeHnst K croxety «IIpectyrnnenust u Ha-
kazaaus»: «Tsorenavre cHpy P. Conoryda, «Tpoe» M. 'opbkoro,
«Mpicab» . AuppeeBa, «Iletauctoie ymm» V. bynuna. Ilpowms-
BEAEHMSI TIePEYCAEHbl B XPOHOAOTMYECKOV TTOCAEAOBATENBHOCT:
poman Conory6a narmican B 1895 r., mosectns 'opbkoro — B 1900 1.,
nosecTb /\. AHApeeBa — B 1902 r., pacckas bynunna — B 1916 1.
IlepBoe, uTO GpocaeTcst B raaza Mmpy MepeurcAeHnn 3TUX IIPOo-
M3BeAEHUIT, — TIOCTEeIIeHHOe COKpalleHre 00beMa TeKcTa M CMeHa
SKAHPOBBLIX CTPYKTYp, OT poMaHa K HeOOAbIIOMYy pacckasdy. Uem
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Aanbie oT BpeMeHM «IIpectynnenust M HakasaHMsl», TeM cCylje-
CTBEeHHee CTAHOBSITCS >KaHPOBbIe ITpeobpasoBanms. K cMbicroBom
VHTEHI]UM XaHPOBOTO «CXXATUST» (DOPMBI HAM elje TPeACTOUT Bep-
HYTbCSI, KOTAQ PeYb NOVAET 0 pacckade bynnna «Iletancroie ymmmy.

CToAb >Ke OYEBUMAHO M TO, YTO POAHUT BCe Ha3BaHHbIE ITPO-
MU3BEAEHMSI — OTXOA OT IJEHHOCTHBIX YCTaHOBOK /\OCTOEBCKOrO,
OT €ero peueHus MpoOAeMBbl «ITpeCcTyrnAeHus 1 Hakazanus». Oco-
OE€HHO pelmMTEeNbHO IE€PEOCMBICASIETCS 3TA NpobreMaTHKa B ca-
MBIX PaHHMX IONBITKAX «IePeryrChIBaHNs» pOMaHa — B POMaHe
Conory6a «Tsprenvie cHb» 1 B 1ioBectn ['opbroro « Tpoex. [1pu
sToM HM repont Conory6a, yunrtenr AoruH, Hu repont I'opbkoro,
Menkuit Toproser] VMabst \yHeB, 0 CBOelt AMTEPATYPHOM POAO-
CNOBHOM Kak OyATO He porapbiBatoTcst. ['epornt 'opbroro, ckopee
BCcero, BooOme He uurtan pomaHa Joctoesckoro, repoit Cono-
ryb6a HECOMHEHHO YMTan, HO MPSIMO HMKOTAA O HEM HE TOBOPUT.
ITonemuxa c «IIpecrynnenvem m HaxkazaHMeM» MAET TI'AABHBIM
o6paszom B cdepe aBropa-nioBectBoBarens. O «Ilpectynaennn
M HaKa3aHMW» HAIIOMMHAET He TOAbKO OCHOBHAsI CIOXKeTHAs CU-
Tyauwus, HO U PSIA TTOYTU AOCAOBHBIX TEKCTYaNbHBIX COBITAAEHUN,
TOMeIJeHHBIX B TPMHOUIIMAABHO APYTOM KOHTeKCT. Tak, B roBse-
ctu «Tpoe» B mepBo¥i 5ke ppase roBOPUTCS O MeCTE, TAE TTPOLIAO
aetcTBO Mabu:

«Cpean necoB KeprkeHlja paccestHO MHOTO OAMHOKMX MOTMA; B HUX
TAEIOT KOCTY CTApLEB, NOAEN APEBHETO Gaaroyectyst..».’

JA\Ast COBpeMeHHOTO ynuTaTens: TpedyeTcst mosicHeHne, 4to Kep-
skeHel] — peka B Huskeropoackont obaactu, Ha 6epery KOTOpom
OBLIAM PACTIONOYKEHBI PACKOABHUYLM CKUTHI. B Havane 1900-x rr. —
MeCTO MOAHOTO MaAOMHMYECTBA ANAST OOTOUCKATENBCKOV MHTEANN -
rediuyu. CKPBITLIV HAMEK Ha PACKOALHUKOB PACKPLIBAETCS 3aTEM
B CIOKeTe ITOBECTH, TAe CYAbOA reposi MOAeMUYeCKH MepeKANKAeT-
cst ¢ cyabbOoIt PackoabHuKoBa.

B pomane Conory6a repovt /AormH, ero BosatooneHHast AHHA
(BemonHstromyast poab Conn MapmenaapoBoi) U caM TTOBECTBOBA-
TeAb OTBEPTralOT MPABO AIOAEN CYAUTH YOUIITY:

«He npu Ha cyp atopeit ¢ Tem, uto caenano. Uro Tebe HpaBCTBEHHASI CTO-
poHa BozMe3Ausi? OT HUX AM IPUMENTb Thl BEAMKMIT YPOK kn3Hu?» (\oruH);

«Twr youa mpominoe <...> terepb Mbl OyAEM BMECTe KOBATh OyAyIIee»
(AnHa);

3 Topvkuu M. IToan. cobp. cou.: B 251.M.,1970. T. 5. C. 25.
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«... \nst NornHa n AHHBI Ha4Yanach HOBas JKM3Hb, 0OHOBAEHHbIe Hebeca
3acuHeAr Hap HUMMY ([TOBeCTBOBATEND ). "

T'eport noBectn I'opbKoro TOXXE NpU3HAETCsI B COBEPIIEHHOM
yOUICTBE CBOEV AFOOOBHMIIE — MTPOCTUTYTKe /\yirie — 1 TOXKe OT-
Ka3bIBAETCsI IPUHSITH ANFOACKOV CYA HaA cOOO:

« — Kasitbest st He 6yay, — roBopua Mabst 3apymunBo. — Ilycts Bor
HakaxeT... A\toam — He cyapu. Kaxkme oum cyapn?.. besrpemmHsix Atoaen
sl He 3HAI0... He BUAAA... <...> Tbl AyMaelb, st 32 ceBsl [TOCTOSITL HE CYME0?
Aymaels, s 13-3a 3TOro crapuka — B karopry nonay? Hy, Her, 51 B aTOM
aene He Bech! He Becwh, — monsina?».”

Auna cTonb ke 6€30roBOPOYHO MOAAEPKUBAET €ro CTpeMAe-
HYe YATU OT BO3ME3AUSI.

B noBectn /\. Auppeesa « Mbicab» un pacckaze bynnna «Ilet-
AMICTBIE yHimy roaemMuka ¢ JAoctoeBckuM n3 cdepbl aBTopa rnepe-
HOCUTCST B cpepy repost. ['epon mpeAnpMHMMAIOT TTONBITKY COO-
CTBEHHOV CYABOON mepernucaTth CloXeT pomaHa /\OCTOEBCKOTO,
BCTyIasl C €ro aBTOPOM B OMKDuimyio pumopuueckyro noniemuxy.
Tepost mosectu . AuppeeBa «Mbicab» 30ByT pokTOp KepskeH-
11eB — MCIIOAB30BAH TOT >Xe TIPMEM, UYTO B MOBecTH « T'poe», co-
BpeMeHHUK AHApeeBa MIHOBEHHO OIIO3HABAA «T'OBOPSIIIYIO»
damuamto. Ho peno He ToAbKO B «roBOpsimen» damymanm. ['epoit
CO3HAeT, YTO ero AeneHue AfoAelt Ha paboB M TOCITOA, MTUTAIONNX
«TIpe3peHNe K XOASTYeVt MOpaAn», 3aAYMaHHOE UM M OCYIIeCTBAEH-
HOe yOUIICTBO POAHUT ero ¢ repoem /\octoeBckoro. [Ipu atom
OH TIOAYEPKMBAET CBOE MPEBOCXOACTBO TepeA PackonbHMKOBLIM
U SKaneeT «3TOTO TaK SKAaAKO M TaK HENAEIO IMOTUOIIero 4eA0BeKay.

I'epon pacckaza bynnna «IleTancTteie ymm» mpsiMmo mpeTeHAY-
eT Ha 3aMeHYy TeKkcTa \OCTOEBCKOro COOCTBEHHDBIM TEKCTOM:

«/\OBONBHO COYMHSITH POMaHbl O TIPECTYIAEHMSIX C HAKAa3aHUSIMMU,
ropa HanmcaThb O PECTYIAEHNY Oe3 BCSIKOro HakasaHms».’

Ocoboe paszapa’keHMe BBI3LIBAET MMEHHO MOTMB PaCKasTHUS
PackoabHykoBa Ha poHe MMPOBOVT YeNOBEYECKOM UCTOPHUH, TTepe-
MMOAHEHHO JKECTOKOCTBIO M MACCOBLIMU YOUNCTBAMM:

4 Cm.: Conozyo @. Cobp. cou.: B 8 .M., 2000. T. 6. C. 339, 343, 357. Bonee
MOAPOGHO 0 cooTHOMEeHMN « Tsprenabx cHOB» 1 «[IpecTynneHust u HaKa3aHUS» CM.:
Cmapurosa E. Peaanam n cumBonnsm // Passutme peannama B pyCcCKOV AuTepa-
type. M., 1974. T. 3. C. 182—186.

> Topokuut M. IToan. co6p. cou. T. 5. C. 157.

5 Bynun M.A. Cobp. cou.: B9 1. M., 1966. T. 4. C. 389.
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«lv,[y“ll/I]\Cﬂ—TO7 OKaa3bIBaeTCsl, TOAbLKO OAVH PaCKOJ\bHI/IKOB7 Aa M TO
TOABKO ITO CO6CTB€HHOMY ManOKPOBUIO M ITO BOAE CBOEIr'O 3N00HOTI'0 aBTO-
pa, coBasiero Xpyucra Bo Bce CBOU GyAbBapHble POMaHbI». '

WMubiMu choBamu, repout y AHappeeBa n byHMHa IMTOMHSIT O CBO-
e/l NMTePaTyPHOM POAOCNOBHOW, XOTSI U MOAEMUBUPYIOT C COO-
CTBEHHDBIM AMTEPATYPHBIM ITPOTOTUITOM.

B o6onx cayyasx 6e3HaKa3aHHOCTD OKA3bIBAETCSI MHMMOW, XOTSI
aBTOP-TOBECTBOBATEAD AEMOHCTPATUMBHO OODBEKTUBEH U Oe3olle-
HoveH. B pacckaze AHApeeBa IMOBECTBOBATENIO TPUHAANEKAT ABE
[MOYTU MMPOTOKOABHDIE CITPABKY B Ha4Yane M B KOHIJe MTOBECTU, BECh
OCTaABHOV TEKCT MpeAcTaBAsieT cobot 3amvckyu KepskeHijeBa, co-
YUHSIEMbIE UM AAST TICUXMATPUYECKOW 3KIepTusbl. beccuabHOM
OKa3bIBAETCSI M KOMUCCUSI Bpayen-TICUXUATPOB, YbM MHEHUSI B BO-
nipoce o 6e3ymun KepskeHijeBa pasaensitoTcst nopoBHy. «IIpoBepka
UAEN» MPOVCXOAUT UBHYTPU, B UCITOBEAAALHBIX 3aMMCKaX Tepost:
«MBICABY, €0 T'AaBHAsI OTIOPa M 3aN0T ero NIPeBOCXOACTBA HAA APY-
IMMU AFOADMM, OOHAPY>KMBAET BHYTPEHHIOI 3bIOKOCTD M ITPOBO-
KalMOHHOCTDb. ['epoyt He B cunax OTAATb OTYET AaKe caMmoMy cebe,
AEVICTBUTEABLHO A ero 6e3yMyue — MCKYCHAsl CUMYASIIISI, VAU BCST
€ro M30IPEeHHAsI TOATOTOBKA K YOMUMCTBY M YXOAY OT HAKA3aHUST —
CBUAETENBCTBO €r0 MOAAMHHOI0, & He MHMMOTO 6e3yMusl.

B pacckasze byHuna BHenmHuM 06pa3oM repoit He MOABEPraeT-
Csl HAKA3aHUIO: 3aAYIIMB MPOCTUTYTKY, OH CIIOKOMHO IMOKUAAET
roctuHmyyy. Takoe MocTpoeHMe MOBECTBOBAHMUSI MOXET BBECTU
yuratens: B 3abayxxaeHne. \axxe y TaKoro 3HaToka AOCTOEeBCKO-
ro, kak B.A. TyHuMaHOB, rOBOPUTCSI:

«“IleTanctsie ymm” 1 ecTh pacckas o mpecTyrnneHnn 6e3 HaKa3aHMsI.
Tax 4To, roBopst ycaoBHO, ByHMH BBINTOAHMA cOjManbHO-(pUAOCOPCKUI
“zakas” CoxkonoBmyay.®

Ho rak an ato?

O6paTum BHUMAHME, YTO B CTPYKTYPE aBTOPCKOTO MOBECTBOBA-
HUSI 3aMeTHDI CAeAbI TONAMUIIEVICKOTO ITPOTOKOAA («4eNnoBeK, KOTOPBIN
HasbiBan ceOst ObiBIIMM MOpsikoM, ApamoM COKONOBMYEM», «B3SIA
13 3TUX XKEHIJVH HEKYIO, KaKk okazanocb notoM, KoponbkoBy, Ha3bI-
BaBIyIo ce6s mpocto Kopoabkom» ). O marpocax, cupesmmx ¢ Co-
KOAOBUYEM B pecTopaHe, roBoputcs: «Mx, Kak OHM MPU3HABAAUCD

7 Tamxe.C. 391.
8 Tynumaros B.A.P. M. Nocroesckuit u pycckue mucarenn XX seka. CII6.,
2004. C. 217.
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BITOCAEACTBUM, BCETAA PA3APAXKAN0 CUABHOE M OTTAAKMBAIOIIEE
nmjo  CokonoBmyay (O4YEBMAHO, «IIPU3HABAAMCH» Ha AOIMPOCE
BO BpeMst caepAcTBUst). O 4eM rOBOPSIT Takue «ITPOTOBOPKIMY TTOBE-
ctBoBaTteasi? HecoMHeHHO, OHUM CBUAETEABCTBYIOT 00 oduIIManb-
HOM PaCKPBITUM ITOTO MTPECTYIIAEHMS «4€N0BEYECKIM CYAOM.

Emnje BaskHee, 94TO Ha MPOTSIKEHMM BCETO paccKkasa repot 1mo-
SIBAsIETCST HA (pOHE MOTMBOB, CBSI3aHHBIX C CEMAaHTUKOM apa (Ha-
CTOMYMBO TTOBTOPSIIONIEECS] AAHTOBCKOE YMCAO TPU B OMUCAHUN
«MEIeBOT0 PeCTOpaHa» B Havane pacckasa, MOTUBBI «OTPE3aHHOM
TONAOBBI» HE TOABKO B TOM K€ PECTOPAHHOM 3ane, HO M Ha MeTep-
OYPrcKux yAMIlax, HapacTaHue POAM KPACHOTO I1BETA OT CEPEAV-
HBI K KOHITY pacckasa: OT «BUHHO-KPACHBIX TPAMBAMHDBIX OTHEMN»
K OrpOMHOMY (akeny, «TOYHO B aAYy» MBIAAIOIIEMY 33 OKHAMM
HOMepa, TA€ TIPOUCXOAUT YOUICTBO ). V1 MMEHHO 3TO «3nOBeljee
naamsy (Mo 3aBepeHMsIM AaKkesl, OCBENIaolee acCeHM3aIMOHHbIE
paboThl) BIEpBbIe B TEKCTE BBI3LIBAET Y TE€POsI TPEBOTY: HE MPU-
3HaBasl YeA0BEYECKOr0 CYyAa, TePOV, OYEBMAHO, 3HAET O BBICIIEM
CYA€ ¥ HEOTBPAaTUMOCTH Boskbero HakazaHus 1 BTaliHe €ro CTpa-
HIATCSI.

Taxum obpaszom, y aBTopa M reposi OYHMHCKOTO pacckasa
3apa4y MPsSIMO TIPOTUBOITOAOKHBIE. ['epoit cTpeMuTCsl «HArm-
caTb» COOCTBEHHOW CyALOOW «IpecTyrineHMe Oe3 HaKazaHMs.
ABTOp Xe cTpeMmuTcst HamcaTh «lIpecTyrnaeHne n HakazaHmey,
HO cAenarTb 3To uHave, yem J\octoeBckuit. ITo cytu pena, aTo co-
CTsI3aHMe JKaHpa pacckasa C >kaHpoMm pomaHa. Bmecto pa3BepHy-
Toro paccaepoBanmst rnpectyrnaenust [lopoupuem [lerpoBuyem —
TpU pa3zdpPOCAHHBIX 10 BCEMY paccKasy HamMeKa Ha MOAUIIENCKUNI
MMPOTOKOA M MTOAHOCTHIO BOCCTAHOBAEHHAsI KAPTWHA TPECTYIIAE-
HMs1. BMecTO MOAPOHHOTO PACKPBITHUS ICUXOAOTUIECKOTO COCTOSI-
HMSI TepOsT — YIIOMMHAaHMe O «TpeBo>XHOM» ToHe CoKkonoBuYa pu
BMAE OArpoOBOro MAaMeHM.

Urak, y AuppeeBa u byHmnHa normnsiTKa repost 3aMeHUTb COOO
aBtopa «[IpecTynneHus 1 HaKa3aHUs» OKA3bIBAETCSI HECTINOAHON:
CIOKET «TIPeCTyTnnAeHMst 6e3 HaKka3aHus» pa3pyIaeTcs Anbo usHy-
TPU, KaKk B pacckasze AHApeeBa, AM6O B aBTOPCKMUX HESIBHBIX KOP-
peKTUBAX.

B 3akniodeHme caepyeT ckaszaTb, YTO B KAACCUYECKOV PyC-
cxont auteparype XIX B. y aBropoB CepeOpsiHOro Bexa Obian
10 MEHDIIEN MePe TPU MTPEANIECTBEHHMKA, B YbUX TPOU3BEAEHUSIX
AnTeparypHast pedaekcust Mrpasra He MeEHBIYIO poab: [lyrmkuH,
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NepmonToB 1 AocrtoeBckun. O3HavaeT AM 3TO, YTO «MeTaNM-
TEpPaTypPHOCTL» CBOVMCTBEHHA HE TOABKO MMEPEXOAHBIM 3ITOXaM?
Ha Mot B3rasip, ckopee pedb MAET O ADYTOM: TO, YTO B KAacCCUYe-
CKYIO 3TIOXY BBITASIAENO KaK MHAMBUAYAAbHOE CBOVICTBO TEHMS,
B ITEPEXOAHYIO CTAHOBUTCST OAHUM M3 BEAYIINX MTPU3HAKOB CaMO-
co3HamIen coOCTBEHHDbIE I'PAHMNIILI M OTBICKMBAIOIIEN BO3MOXK-
HbIE BBIXOABI 3@ ITPEAENBI AUTEPATYPBI B IIEAOM.



Huxonv Cekynuu

MUDOAOTMYECKME MOTMBBI
B POMAHAX ®.M. AOCTOEBCKOI'O
«[TPECTVITAEHME 1 HAKA3SAHME» U <MANOT>» //
MBIIIIb

TBopdyecTBO MOYTM BCeX PYCCKUX IMMcCATEAEN B TOV UAM MHOM
CTereHn CBsI3aHO ¢ obpaljeHneM K HAPOAHOV TPapMUIIUM, K CAa-
BSTHCKOMY GonbkAopy. Bosuukumit eme B 1840-e rr. mHTepec
@D. M. A\oCTOEeBCKOTO K PYyCCKMM HAPOAHBIM BEPOBAHUSIM, CEKTAM
Pa3AMYHOTO TONAKA ¥ HAPOAHOW CAOBECTHOCTH, KOTOPAS UX IUTA-
Na, COXpaHMACS Y Hero U B AanbHenmeM. Pomansr «IIpectynnenne
1 HakazaHme», a 3ateM «Mamor», «becv», «IloppocTor» siBHO
00 3TOM CBUAETEABCTBYIOT.

3HadveHMe MBI B CAABSIHCKOV MMUMONOTUM HEOAHO3HAYHO.
C OAHOV CTOPOHBI, 3TO CKAa30YHAsl MbINIKA-HOPYIIKA, YXepTBa
KOTa, MareHbKUM MymucToiit 38epek. C Apyroy — oHa HeceT
HEUCYMCAVMbIe OeAbl — HUIIETY, TONOA, CMEPTH, [IOTOMY YTO €€
MPOSKOPAMBOCTb MO3KET MPUBECTU K rnbenn yposkast. Hapoanast
TPaAUIIMSI OTHOCUT MBIIIb K «FaAaM» HapaBHE C MTayKaMu, KPbI-
camu, 3MesIMU.

«'AADI — >kuBOTHDBIE, BLIAEASIEMblEe B TPAAMIIMOHHOV HapOAHOM
KYABTYPE B 0COOBINT Knacc XToOHn4ecknX >kMBOTHBIX. K TAAAM oTHOCSIT-
CsI B OCHOBHOM ITPeCMBbIKAtOIecs! (IIPeskKAe BCErO 3Men ) U 36 MHOBOAHBIE
(AsIrymIkM, Yeperaxm u Ap.), HO Tak>Ke HACEKOMBIE I HEKOTOPbIE APYTyie
SKMBOTHBIE, HATIPMMED, MBI M 3MeernoAOOGHbIe PBIObI (BLIOH, YroOpb),
yepBu u ryceunysl <...>. 'A/\DI TecHO cBsI3aHbI ¢ A6 MOHMYECKUMU [T€PCO-
Haxkamu. Tak, Aro6ast 3mest, 3K, OA03, ASTYLIKA MAM KapIl [10 MCTeYeHUN
OIpPeAEAEHHOIO BPEMEHM U TP OMPEAENEHHBIX YCAOBUSIX CTAHOBSITCSI
neraromum 3meeM. C Apyrovt CTOPOHBI, 13 yOMUTOrO AETAOIETrO 3MesT UK
Pa3BesTHHOTO TIeTAa COXKKEHHOTO 3Mesl, TI0 TIOBEPhSIM, 3aPOAUAVICD 3MEN,

© H. Cexynny, 2011
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Huxonv Cexynuu

siepuybl M Mpl. 3Mest (Y35K) M AacKka 4acTo BBICTYIAIOT B POAM AOMO-
Boro. CBoyicTBaMM AOMAIIHErO IOKPOBUTEASI MOT'YT 00AaAATb TAKXKe Nsl-
I'yIIKa, Kpbica, KpoT, KOIIKa, YepBb, MypaBby 1 TapakaHbl. Kaxk u ¢ oomMo-
BBIM, CO 3M€€V1, MBIIIbIO, AACKOV M AdCTOYKOM CBSI3LIBAETCSI BHIOOP MACTU
crkora <..> 'AAAM npucynj psip 0061MX NTPU3HAKOB. ITO B OCHOBHOM
SKMBOTHDBIE, CBSI3aHHBIE C TOA3EMHBIM MVPOM: OHM OOUTAIOT B 3€MAE, a I10-
TOMY 4YaCTO CAeIbl, B HOPe, B MIOAMOABE MAM TTOA TOPOTOM AOMA, YXOAST
Ha 3MIMOBbe B 3€MAIO, MOSIBASIIOTCSI M3 Hee (3Men, 4epBM, MBIIIN, AACKA,
MHOTM€e HACEKOMbIe, HEKOTOPbIE TITUITHI ) ». '

banzoctn rapAOB ITPOSIBASIETCSI U B ITIOBEPDbSIX:

«...AaCTOYKM M ASITYIIKM, BOPOOBM M MBILIN UAY SKABOPOHKM M MBIIIN
MOT'yT B3aUMHO TpeBpamjaThCs APYT B APYTa; MTUIJbI, HACEKOMbIE U 3Meu
YXOASIT 3UMOM B “mpent”; 3Meu, HACEKOMbIE M HEKOTOPbIe MTUIbI (>Ka-
BOPOHOK, Teperenka) MpsiYyTCsl Ha 3MMYy B 3€MAIO; NTUILI (SKenHa,
NacToYKa, YAOA), 3Mesl, Yeperiaxa MAM eX SIBASIFOTCS OoOAapaTensiMmu
pPa3pbIB-TPaBbl, 3MeN U MITUILI (BOPOH, ADO3A, OPEA) BAAAECIOT OCOOGLIM
KaMHeM, AeAAOIMM YeNOBeKa HEBUAVMBIM MAY CITOCOOHDBIM BUAETH KAa-
ABI M IOHMMATD SI3BIK SKMBOTHBIX; V3K “MrpaeTr” ¢ KyKYIIKOM; B AeTeHAaX
KYKYIIKa, AACTOYKa U 3Mesl — Tpu obpaljeHHble cecTpbl /\azapsi, KyKyIii-
Ka — SKeHa My>kKa — y>Ka, a CONOBEeN M Asirymka — ux Aetu n T. A. [losepns,
CBSI3BIBAION]ME 3MeIO C TIeTYXOM MAM KypUIleN, B 3HAYUTEAbHOW CTeIeHN
BOCXOAST K 06pa3y Bacuancka. Tak, 13 eTymmHOro syia uau siia yep-
HOW KYPULBI [TOSIBASIETCS] HA CBET 3MEEHBIII — AOMOBO».”

ITo npumeram «3ByKkM, M3AaBaeMble >KMBOTHBIMM, CAYXKAT
IMPEABECTLSIMM PA3AMYHBIX COOBITUI: KPUK COPOKM — K BECTSIM,
KPUK YAOAA — K AOXKAIO, INIOPOX MBIIIN MTOA KPOBATHIO — K CMep-
T™m».?

«CTANAMM cBsi3aHbl pa3anMyHbie OOPSIAOBbBIE CITIOCOODLI X UBTHAHUST
¥ MHOTOYMCAEHHBIE 3AMPEThl M 00€pern OT HUX, HO M CaAMU OHU UMEIOT
gacTo GyHKIUM obepera 1 MoKpoBuTens».*

«Marwust puTyanpHOTO AManora y I0>KHbIX caaBsiH (cepboB, 6onrap) Ha-
MpaBAeHa Ha MbIIIIeN, BOAKOB M MEABEAEN. DTa Marus urpana CTOAb 3HAYM-
TEeABHYIO POAB, YTO T€ AHU, KOTAA ITPOBOAMAMCH OOPSIADL, TTOAYYUAN HA3BA-
Hue “mpimby AHM . TIpasaHytoT “Mblaby AHM” cpasy mocne AHSI CBSITOTO

! TI'ypa A. B. CuMBOAMKA SKMBOTHBIX B CAAaBSIHCKOVM HAapOAHOM Tpaamnumm. M.,

1997, npouur. no canry http://www.patent-mcci.ru/new,/g/gady0.htm.

2 Tam xe.
T'ypa A.B. 3Byku 1 ronoca >KMBOTHBIX B TPAAMLVIOHHBIX HAPOAHLIX IIPEA-
craBnenusix // Cnoso u kyaprypa. [lamsityt Huxkmrst Mabnua Toacroro. M., 1998.
T. 2. C. 96.

* TI'ypa A.B. CuMBOAMKA KUBOTHDIX...

3
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Mucponozuueckue momusut 6 pomanax @. M. \ocmoescrozo...

AMUTPUST MAM, B HEKOTOPBIX oOaacTsix, B Yuctet [ToHepenbHMK mocne
macnennipl. JdKeHmuHpl He pabOTAIOT, OHU He BSDKYT, He IIPSIAYT, He MIbIOT.
B cyHAyKM He KAAAYT M M3 CYHAYKOB He 6epyT OAEKAY, YTOODLI He Ipoenn
M. BCroay, rae mpasaHyOTCST “MbIIbM AHM ) XO3sI7iKa Ma3ana B AOMe
3€MASIHOV IOA [JEAUKOM, MAY TOABKO OKOAO O4ara, AU y ABEpeNt B 4eThIpeX
yraax My odara, rae mupe Hopbl. JKeHnpuHel 6pany Kycodek oaoTHa 1 3a-
IMBANM €ro, MeKAY HUMU ITPOMCXOAMA OOPSIAOBBLIV AMANOT C BOIPOCAMMU
Y OTBETaMM, B KOTOPBIX OHM OOBSICHSIAM, YTO 3aIIMBAIOT MBIIIAM PTHI. 3a-
HIUTBIV KyCOYeK MOAOTHA OPOCany B OrOHb, IIOCAE Y€ro OAHA M3 YKEHIMH
Ha4yyHana MasaTb I'AMHON B AOME B ABYX-TPeX MecTax, 4ToObl “3ama3arb
Mblmam raasa’”».’

«DTUMONOTMYECKOE 3HAYEHME CAOB: MBIIID, ratte, rat, Kpbica OAMHA-
KOBO, MMEHHO: BOP... CaHCKp. MyIlI-HAa-T1 — rpabuUTh, KPACTb, OTHUMATD
MEXAY MPOYMM XUTPOCTBIO <...>. CroBO Mblmb — pocaassiHckoe. OHO
BCTPEYAETCS] BO BCEX CAABSIHCKMX SI3bIKAX B OAMHAKOBOM (OpPMe U C OAU-
HaKOBbLIM 3HaYeHMeM».’

B crapo6oarapckom ¥ HEKOTOPBIX APYTMX CAABSIHCKUX SI3bI-
Kax O MBIIIM €CTh CAOBO ITOT@HEI», 3TUM K€ CAOBOM Ha3bIBAIOT
SI3BIYHMKA, A TAKXKE KHEYMCTOro», T.e. AnaBoaa. O Hevt cynecTBy-
€T MHOYXeCTBO ITOCAOBUI], TIOTOBOPOK, 3arapok. YacTp n3 HUX Ha-
MIPSIMYIO TOBOPUT O CMEPTU: KCMEPTh KaK MBIIIb, TOAOBY OTHECT;
«KMBET, TI0Ka MBIIIb TONOBBI HE OThENaY»; «Manra-Mana, a HUKOMY
He MUAA»; «AOMa He AIOSIT 1 Ha TOPry He KyrnsT». Mbplib Ha3bI-
BAaIOT — THYCh, MIAIOraBKa, MoraHka, cusast 6ypéuka. OHa — Heun-
CTOe€ SKMBOTHOE, co3AaHMe AnaBona. He cayyariHo MMeHHO MbINb,
10 TIpeAaHNIo, Mporpsi3na Abipy B HoeBoM KoBuere, a xomka 3a-
TKHYyAA ee xBocToM. « Ha Besikyto TBaps bor paet xaebyimika, Auinib
Ha TaKylo HEYMCTYIO, KaK MbIIb, He AaeT».”

«Hepapom 3aBopuT pycckuit My>XMK KOUEK AAs GOpPLObI € 3TUM
CTPAIIHBIM AASI HETO 3BePeM M Aa’ke OCOOBIMM 3aroBOpamy M3 YCT BEAY-
HOB-3HaxXapey 3aroBapuBaeT CBOU CKYAHDIE 3arachl “oT Mbimesiamn "».

«V3BecTHDI pa3nanvHbie Cl'lOCO6bI M3TrHaHMs, M3BEAECHUSI MBbIILIEN
n obGeperu ot HUX. \Ast U36aBAEHUSI OT MBIIIENT 0OXOAVAM BOKPYT AOMa

5 Cm.: Toncmout H. V1. @parmenT caassinckoro sizbiyectsa // ChaBsHCKMI

M GanKkaHCKM GOABKAOP. DTHOTEHETNYECKAST OGIHOCTL Y TUTIONOTMYECKYE T1a-
paanean. M. 1984. C. 41—42.

6 Cymyos H. P. Mbliub B HApOAHOM caoBecHOCTH // DTHOrpadmieckoe 060-
3penne. 1891. Ne 1. C. 50.

” Typa A.B. Mbiuib//CaaBsiickast Muponorust:  JHIUKAOMEAMYECKUIA  CAO-
Bapb. M., 1995. C. 269—270.

8 Kopungpcrkut A. A. Hapoanast Pycs. Cmonenck, 1995. C. 500 (1-e n3a. 1901).
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C OCBSIIIIEHHOM MMacXanbHOV eAOM, pa3bpachiBanyt CKOPAYIIKY MacXanb-
HBIX SIVI] IO yraaM AoMa. YTOoObI MBIIIM He HAHOCUAM yijepOa B XO3sIVi-
cTBe, Ha POXXAECTBO 3arpemanoch BbIHUMATH OAEXKAY M3 CYHAYKOB.
B TeuyeHne Bcero cBSITOYHOTO MEPMOAA HA3BIBAAM MBIIIEN HEe MHAYE KAK
“maHHOYKamMM”, @ B HEKOTOPBIX MeCTAaxX BOOOIIe HUKOTAA HE YITOMUHAN
0 HUX 3a epOM.

Y1061 MBI He [TOeAM 3epHA, CHOIIBI C ITOASI HAYMHAAM CBO3UTDH B OBUH
B TOT A€Hb HEAEAHM, HA KOTOPBIV MIPUIIIEACS] B TOM TOAY MpaspHuK baaro-
Bemennst. CumMTanm, 9TO BE3TU CHOITBI HAAO IMO3AHO BEYEPOM MAM HOYLIO,
KOTAQ BCE CIISIT, IPUYEM TAK, YTOOBI HE BCTPETUTDLCSI 110 YT C SKEHIUHOI.
TTo popore ckBo3b crimirbl Konec Teaern 6pocanu kamau. CHOIMBI € TepBOTO
BO3a CTABMA B OBMHE PA3AEBIINIICS AOHAra MY>KUMHA. \NsT MbIIITeV OpOKM-
ABIBany HAOOK TePBBIN CIPYSKEHHBIN ¢ BO3a CHOIT MAM OCTaBASIAM MM 3epHa
Ha AHe Tenerut. OT MblleN MOMenjanu B OBUHE ManKy, C [TOMOIbIO KOTOPO
2O 3TOT0 YAAAOCH PA3HSITD YKa U FaAIOKY. B HEKOTOPDIX MeCTax MOA CHOIILI
CTEAVIAM ONBXOBBIE BETKM,  HA AHO CYCEKOB KAAAV BETKM OY3UHDL. Y IOXKHBIX
CAaBsH o0eperaM OT MBIIIEV TIOCBSIMIEHDI CTIeMaAbHbIe “MbIIIby AHM "».”

CymjecTByeT MHOXECTBO HEOAHO3HAYHbBIX [TPUMET U [TOBEPUI,
CBSI3aHHDBIX C MBIIIAMU.

«Mbplb yKYCUT KOTO B AOM€, TOMY HENPUSITHOCTb VAU HecyacTbe.
Ecan monoptut Kakom-To ToBap, TO K CKOPOW MPOAAYKE UAYU TTPUOLIAMY. '

«Ecan 94To MbIib HArpuI3aa, 3y6ut okpernHyT. Mblinb oponeBaeT — re-
P€A TOAOAOM; MBIIIN 13 AOMY BbIOUPAIOTCSI — IEPEA ITOXKAPOM». !

«Ecam mprmm rpei3yT xaeb (rmedeHsit) cBEpXY — AOPOT OYAET; CHUBY
AémeB, a cOoky cpepaHsist 1jeHa. Konnu nmoaesast Mbliib BbeT I'HE3A0 BbICO-
KO (B xnebe HA KOPHIO ), TO 11eHbl HAa XAe6 OYAYT BbICOKME, KOTAA BIIAOTD
y 3eMAM — HU3KME».

B HekoTOpBIX 3aroBOopax 4epHOV Marmm AOBOABHO YaCTO YITO-
MUHAETCsI He TOABKO caMa MblIIllb, HO U ee HOPa, ee TPporia, Kak 06-
Pas3HLIVT IYTh Ha TOT CBeT. B yacTHOCTHU, B 3aroBOpe Ha OCTYAY,
T.€. Ha OXAQXKAEHME YYBCTB MEXKAY AIOOSIIIMMY, €CTh CAOBA «CTa-
HY He OAarocnAOBSICh, BBIMAY He MMePEeKPeCTsICh U3 U30bI He ABEPb-
MM, U3 ABOpa He BOPOTAMM — MBIIIbEV HOPOM».

9 Typa A.B. Mpiub // Nom Csapora: CroBapb si3br4eckoyt Mudonormm caa-
BstH. http://www.swarog.ru/m/myshO.php.

10 3a6wbinun M. Pycckmit Hapoa. O6bryan, o6psipbl, npepannsi, cyesepust. M.,
1996. C. 229 (1-e n3p. M., 1880).

1 Manv B. M. TonkoBBI ChOBapb JKMBOIO BeAMKOPYcCKoro siseika. M., 1995.
T. 2. C. 630.

12 Tam xe. C. 566.

15 3abwvinun M. Pyccxuit napoa. C. 269.
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ITo HapoAHBIM MTOBEPBLSIM BCe CHBI, B KOTOPBIX BUAUIIb 3YObI,
CBsI3aHbI C POACTBEHHUKAMM AU C OAMBKUMM 3HAKOMBIMU, HATTPU-
Mep, BUAETD BO CHe, KaK BLITACKMBAEIIb N30 PTA OKPOBABAEHHbBIN
3y0, 3TO K CMEePTU UAU K TsIKenov 6one3Hn 6AM3KOTrO POACTBEH-
Huka. 3y6 6e3 KpOBM TO Ke caMoe, HO KacaeTcsl y>Ke IMTPOCTO XO-
pOIINX 3HAKOMBIX, T.€. 3yObl 03HAYAIOT 3A0POBbE, UX TOTEPST —
yTpaty 3A0poBbsi. Ho 11 TyT He 06x0AMTCST 6€3 MBIIIN.

«Cunraercst, HAPUMEP, YTO €CAM MBI MTOEASIT HeYOPaHHDbIE OCTATKM
YXKUMHA, TO Y X03siMHa OYAYT 60aeThb 3yObl. OT 3yOHON 60AM eAsIT XAeb 1 ChIp,
noepeHHbIe Mpimamu. [1epBbit BoimaBimmi1 y peGeHKka MOAOYHBIT 3y6 6pocanm
3a Mevb CO CAOBaMM: ‘MBbINIKA, MbIIIKA, HA Tebe pernHoi 3yO0K, a Aar MHe
KocTsiHOM ", PacripocTpaHeHsl clioco6bl AeYeHYsI IPBIXKM € TTOMOIIbIO MBbIILEN,
a 60ABHOTO YeCOTKOM HATUPAAY MBIIIMHBIM ernAoM. Mpliib, onasimas 3a rna-
3yXY, — IPeABECTVIE GOMDBITON GEADBL, TOT, KOMY MBIV TOTPBI3YT OAEKAY, BCKO-
D€ YMPET, HO eCAM ITPUOOPETEHHBIN KYITIIOM TOBAP OYAET MOMOPYEH MBINIBIO,
TO MPOAATD €r0 MOSKHO 6yAeT CKopee 1 BhiropHee. JKeHIHaM HeAb3st 6paTh
MDIIITb B DYKM MAU YOUBATD ee, MHade xneb He OyAeT yaaBaThbes. bepeMmeHHOM
SKEHIJVIHE HEeNb3sT OTKa3bIBATDb B TOM, YTO OHA [OITPOCHA], MHAYE Y TOTO, KTO
OTKa’KeT, MBIV [TOTPBI3YT OAEKAY, CheAsT 3anachl. HeBecTa po0AKHA €XaTh
K BEHITy HATOIIAK, YTOOBI MBI HIMYErO He TIOTPLI3AY Y Hee B AoMe.

«MbplIb, OKa3aBmIAsICsI B BHIKOITAHHOM MOTMAE, O3HAYAET, YTO MTOKOV-
HMUK OBIA KOAAYHOM ¥ 9TO 3A0M AYX B OOAMKE MBIMIM BLIINIEA HABCTPEYY
yMeplIeMy KOAAYHY, 9TOODI 3a0paTh ero Aymry».

Ecan ob6pamarbcst K COBpeMEHHBIM ITPUMETAaM, TO MBIIIb, T10-
SIBUBIIASICS] B AOME, 3TO K PA3BOAY CYIIPYTOB.

B pomanax «IIpectyrninenne u Hakaszanve» u «VIAMOT» MbIIIb
Kak (POABLKAOPHBIN IAEMEHT HECET OCOOYIO CMBICAOBYIO HArpy3-
Ky. /\OCTOEBCKMIT «IIpUMeHUA apxandeckue (Gopmbl MUGONO-
IMYECKOTO MBIIIAEHNUST AMST PENIeHMs] HOBBIX 3apaqw».'® Apkaamnni
MBanoBuu CBuApUra’inoB — OAMH M3 Hamboanee 3arapOvHbIX
nepcoHakern JAocroesckoro. O60 Bcex ero npecTyrnieHusIX mpo-
TUB HPABCTBEHHOCTY B POMaHE CYIIeCTBYIOT AuIb HaMeku. Cam
CBuppuramnos mpocut PackonbHMKOBA «OCTABUTh BCE 3TU I10-
IIAOCTY B TTIOKOE». A Tak’Ke Ha3bIBAET PA3rOBOP O HMUX «HeccMbIC-
anner» (6, 364'7). Caeayst TPaAUIIMU «TOBOPSIINX (haMUAUITD»,

4 Typa A.B. Mbiub. 1995. C. 269—270.

15 Tam xe. C. 269.

16 Tonopos B. H. Mud. Puryaa. Cumsoa. O6paz. M., 1995. C. 195.

17 Nocmoesckutt @. M. IToan. cobp. cou.: B 30 1. /., 1972—1990. 3pech n panee
CCBIAKM Ha 9TO U3AAHME B TEKCTE C yKA3aHMEM TOMA U CTPAHMI].
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IpUIIeAIel U3 ApaMaTypPrun, a TOYHee, U3 periepTyapHON ApaMBbl,
Koraa GamMuans BIpaskaeT YenoBevyeckye KavyecTBa epcoHasken,
CTaHOBSICh UMEHEM HapUIIaTeAbHDBIM, /\OCTOEBCKUI HAAENSIET €T0
uMeHeM ApPKapUi, TIPOUCXOASIIIMM OT I'PeYeCKOTo «apKapoC —
sxkutenb Apkaanm, oonractu IlenormonHecs <...>. ApKaaust TakKe
Mpa3AHeCcTBO B 4eCTb \eMeTpbl, GOrMHU 3eMAEAeNUs] Y TTAOAOPO-
anst. OTdectBo MBaHOBMY, OT HepkoBHOTO VMoaHH, HAa ApeBHEEB-
perickom 3Havamem Voxanan, “Bor muayer"»." M pamuanen,
kopHM KoToport Pepop MuxamaroBmyd HAXOAUT, U3ydast UCTOPUIO
cBoero poaa. Ero 3anHTepecoBan aTUMOAOTMYECKUIT cocTas da-
MUAMM BeAMKOro antoBckoro kHs3st IIIBurpuramno (CBurpu-
ramno — «ramn», HeM. «FeMnA», ITIOXOTAUBBINA, CAAAOCTPACTHDBIN ). "

ABe 3arybonenHole CBMADUTamnOBBIM AVIIM U SKU3HU TIpe-
CNEAVIOT ero Aa’ke HasiBY, HO B MPEACMEDPTHBIX BUAEHUSIX €My
MPEACTABASIETCSI HEYTO Topa3po HGonee TSITOCTHOE, TO, YTO OH
MBITAACSI 3aTHATDH B I'AYOMHDBI TOACO3HAHMS M Y€M OH He SKenaer
AeAnTbCsl ¢ PacKOAbHMKOBBIM B TPaKTHpPe, XOTh OHU U «OAHOTO
roast stopp» (6, 231). B HOub mepep caMOyOGUITCTBOM B TOCTH-
HMIle «B KOMHaTe ObINO AYIIHO, CBEYKA rOpeAd TYCKAO, HA ABODe
IIyMeAn BeTep, TAe-TO B yI'AY CKpebaa MbIIlb, Ad U BO BCEV KOMHATE
OYATO MTaxXA0 MBIIIIAMU 1 4eM-TO KokaHbiM» (6, 389). Kak Tonbko
OH HauyMHaeT 3aChINaTh, HE CAYYalHO MMEHHO MbIIIb BO CHE Tpoe-
KPaTHO MEPEIUTCSI eMYy.

«..BAPYI Kak OBl 4TO-TO NpOOeXKano I0A OAESINOM IO PYKe €ro
u nio Hore. OH B3pporHya: “@y, yepT, A2 TO YyTb AM He Mblb! " <..>
HO BADYT OIISITh YTO-TO HEMPUSITHO HMIOPKHYAO €My IO Hore <..> OH
BCTPSIXHYA OA€SINO, M BAPYT Ha MPOCTDLIHIO BbICKO4YMAA MbIb. OH Gpo-
CUNCSI NOBUTDL €€; HO MbIIIb He cberana c rnocream, a MeabKana 3uraara-
MU BO BC€ CTOPOHDI, CKOAb3VAA MU3-TIOA €I'0 IManblleB, nepe6era7\a 10 pyke
¥ BAPYT IOPKHYAQA MOA MOAYIIKY; OH COPOCUA ITOAYIIKY, HO B OAHO MI'HO-
Be€HME TI0O1YyBCTBOBdAA, KAdK YTO-TO BCKOYMAO €My 3a Ma3dyxy, mopKaer
0 TeNy, U y3Ke 3a CIIMHOI, oA py6amkort. OH HEPBHO 3aAPOKAn U MIPO-
cuyacs» (6, 390).

JTa cTpaHHasl KAPTUHKa-3apMCOBKA CHA MMeeT rnyboKuim ca-
KpanbHBIN CMbICA. MbIIIb — XTOHMYECKOE JXMBOTHOE, SKMBOTHOE,
CBsI3aHHOe ¢ MH(EPHANBHBIM MUPOM, OHO MOXKET XOAUTH 10 MU-
POBOMY ApeBY, Kak Oenka.

18 Cynepancrasn A. B. CroBapb pycckux amunbix umen. M., 1998. C. 122.
19 Cm.: Haceoxkurn H. H. NoctoeBckmit: unykaoneams. M., 2003. C. 428.
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«lv,[bII.LII;)7 KaK ITOCOA CMEePTH, OTOKAECTBASIETCSI C CAMOIO SIroxo nam Ae-
AOM, OT HEe 3aMMCTBYET INUTET “caenast “, yKaBI)IBaIOU_U/II;I Ha OTHOIIEeHue
K cMepTmy.*

OAHOBpEMEHHO MbIIIb — MOAHMS. T.e. OHa CBsi3aHa ¢ 3eMnent
1 HeOOM, 1 TO KaK Obl mpeAriocae AHUI 3HaK CBUAPUTANIAOBY, YTO
SKM3HB €ro 3aBeplleHa.

Tema «rap0B» B HECKOABKO MHOW (HOpPMeE MTPOCAEKNBAETCS
u B «Manore». Tak, nanpumep, Amnzasera IIpoxkodneBHa ro-
BopuT Mbimmkuny o Bape: «TyT cecTpa BCcio 3uMy eMy AOpPOTY
rpoTrayMBana, kKak kpbica padorara» (8, 266). B «pypHOM» CcHe
Mnnonanta TepeHTbeBa «y>KacHOE XMBOTHOE» — 3TO coOMpa-
TEeAbHBIM 00pPa3 HECKOABKUX «TAaAOB», U BUAUT OH HE3AA0NATO
AO CMEpPTHU.

«...kakoe-To uypoBuite. OHO ObINO BpOAE CKOPIMOHA, HO HE CKOP-
IMMOH, a raxe u ropa3po yxacHee, M, KaXXeTcCst MMEHHO Te€M, YTO TaKMX
SKMBOTHBIX B MPUPOAE HeT <...> MPeCMBIKAMMUIICS Tap <...> TyNOBUIe
¥ Aartbl UBBUMBANNCH Kak 3Mekn...» (8, 323).

Korpa ona 6bina yHUUYTOKEHA, COK TAAMHBI ObIN TIOXOXK «HA COK
pas3AaBAeHHOro YepHOro tapakaHa». Bo cHe marts Mnmoanra 30-
BET ero yMepinyio cobaxy (4To B COHHMKAX CUMBOAM3UPYET APY-
ra), MIPOUCXOAUT Apaka cO0aKM C «TaAMHOID, 3AeCh 3TO 6opbbHa
SKM3HU CO CMEPThIO.

«HemHoOro cnoB Ha si3bIKe Y pyCCKOTO HapOoAa PO BCe 3BePUITHOe 1jap-
CTBO OT'yAOM, HO MHOYKECTBO — ITPO Ka>KAOT'0 3Bepsl HA 0COOMITY, HAYMHast
11apb-3BepeM (AbBOM ) ManoIo MBIIIKOM-HOPYIIKOIO KOHYas». !

B pycckom ¢onbknrope M AeKOpaTUMBHO-TIPUKAAAHOM TBOpYe-
CTBE N€eB BCErAd CMMBOA CUABI M OAaropoAcTBa. \OCTOEBCKUI CO-
3HATEAbHO COBMeNIAET BbICITIEE U HU3IIIee CO3AAHUST — AbBA M MbIIIb
Bux aHTMHOMMU. Kpome Bcero rpoyero, n3o6paskeHne AbBa HE TOAD-
KO BXOAMT B XapM3MaTUYeCKYI0 KOPOAEBCKYIO repanbAMKY, HO 4a-
CTO CMMBOAUBUPYET CITy THUKOB CBSITHIX, B YaCTHOCTH cBsiToro Mapxka,
a MbIIIb HECeT HaMeK Ha si3br1ecTBO. B «Manore» « [ o] cHoBHOM 3a-
KOH MM(OAOTMYECKOTO, a 3aTeM M (POABKAOPHOTO CIOXKETOCAOXKe-
HUST 3aKNF0YAETCST B TOM, YTO 3HAYMMOCTD, BbIDAXKEHHAS] B UMEHU
TiepcoHa’ka M, CAeAOBATEABHO, B €0 MeTadM3M4ecKo CYNHOCTH,

20 TTomebrHsa A. O MnPONOrMUECKOM 3HAYEHUM HEKOTOPBIX OOPSIAOB U TIOBE-
puit. II: Baba SIra // Yrenus B umneparopckom OOiiecTBe MCTOPUM U APEBHO-
crert poccurickux ripu MockoBckom yuuepeurere. 1865. Ku. 3. C. 94.

2 Kopungckuit A. A. Hapopnast Pycs. C. 497.
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pa3BepTHIBAETCS B AEVICTBYE, COCTABASIIONIee MOTUB; TePOI AeNnaeT
TOABLKO TO, YTO CEMAaHTUYECKM CaM o3HadaeT».”

«ITonokMTENBHO TIIPEKPACHBIM Tepoy», «KHSI3b XPUCTOCY,
«pbijapb 6eAHbI» nonaydaeT Gamuanio MBIIIKMH, HO TIPU 3TOM
umst \eB.

«OpHa 13 cynecTBeHHbIX 0COOEHHOCTEN MU(MOAOTUYECKUX TEKCTOB
COCTOUT B BO3MO>KHOCTU M3MEHEHMSI 'PAHUL] MEXKXKAY MMEHEM CO6CTBEH>
HbBIM M HApUIIATENAbHBIM, BIIAOTb AO I[IEpexXxoAd OAHOTO B ApyFOE)).23

NeB — 11app 3Bepent, cnyTHuUK Aprtemupbl. HurkonaeBuu —
«Huxonan» ot rped. « Huxonaoc»: «auke» — no6eda + «raocy —
Hapod. Mpimb — MoraHka, MoraHb, FaAMHA, rap, HO TPU ITOM
M SKepTBa KOWKU. «/\eB MbIIIeN He AaBUT», — FAACUT MMOCAOBMIIA,
T.e. He cHUcXoAuT A0 HuX. @epop MuxanmnoBuy \OCTOEBCKMIA CO-
BMelljaeT HECOBMECTUMOE U, OYEBUAHO, A€NAET ATO C OCOOOM 1[eNBIO.

Kuss3p NeB HwukonaeBnu MplmkuH oOKa3biBaeTCsl BOBAeYEH-
HDBIM B BOAOBOPOT cOOBITUI. Elile He BLIXOAST U3 BaroHa roesaa, oH
3HaKOMMUTCST ¢ PoroskmueiM n \ebGepeBbIM, CABIIINT pacckas o Ha-
cracre PuannmosHe. A epBa monas B A0M K reHepany Emanumny,
y3HaeT MPOAONKEHME UCTOPUM, TPAKTUYECKU CPa3y >ke IpeBpania-
sIChb B rA@aBHOTO ee nepcoHaxka. Ou mokupyet reHepasa Enmanunna
n TaHio Tem, 94TO eMy yke «3Hakom» moptpetr Hacracem Puanr-
MOBHDI, TPOU3BOAUT TIE€PENOAOX CBOMM TOSIBAEHMEM 3a 3aBTPAKOM
y TeHepaAbIIN, TPU3HAETCST €1 U AOYEPSIM B BO3HUKIIIEV CUMITATUMN,
«s1 BeAb 3HAIO, YTO TAKMX, KOTOPBIX TOTYAC MOAIOOUIIbL, HE CKOPO
BCTPETMUIIIb, A 51 BAC, TOABKO YTO 13 BAlOHA BBIIIIEA, TOTYAC BCTPETUN)
(8, 65), n, HeMHOTO TTOrOASI, Ppaszoit o Tom, 4to Araast xopoma —
«moutn xak Hacracest @uanmnmosBHa, XOTsT AMIIO COBCeM Apyroe!..»
(8, 66), 1em BbI3BIBAET OYPIO, KOTOPAS IPUBOAUT K CEPUM KOHPAMK-
toB: \uzaBera [IpokopneBna — Tlans, 'anss — Araas, [ansa —
KHsI3b. «/\a KakuM ke 06pazom <...> Bbl BADYT B TAKOW AOBEPEHHO-
CTH, ABa 4aca IocAe nepBoro 3Hakomctsa? <...> /\a 3a 4To ke, 4epT
Bo3bMu! Urto Bbl Tam Takoe cpenann? Yem moHpaBuanch?», — Oe-
curcs laus (8, 74). ITpuas B pooM K VIBOArMHBIM, OH M 3A€Ch OKa3bI-
BaeTcst B 1JeHTpe coObiTuii. CaMble MPOCTDbIE €ro MOCTYIKM TOABKO
pas>kKuUraroT CKaHAANDI.

«Bpinenite Boabl, — npoienrtan o 'ane. — J He rasianre Tax... Bua-
HO 61)17\0, 9YTO OH IIPpOTOBOPUA ITO 6e3 BCSIKOTo pacdera, 6e3 BCIKOTO

2 @peudentepe O. M. IToaruka croxera n sxkanpa. M., 1997. C. 223.
% Tonopos B.H. Mud. Puryan. Cumson. O6pas. C. 208.
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0COOEHHOr0 3aMbICAa <...> HO CAOBA €ro IIPOU3BENN YPE3BbIYANTHOE AEe-
crBue <...> oH [Tans] <...> cxBaTua ero 3a naedo <...> ITponsomno Bee-
o6mjee BonHenne: Huna AnekcaHApOBHa cherka Aaske BCKpuKHyAaa, [TTu-
1JbIH IIArHYA BIiepeA B GecriokoricTie...» (8, 88).

CoBceM He CAyYamHO MMEHHO KH$I3b, 3aMeTUB, YTO BXOAHO
KOAOKOABYMK He 3BEHMUT, OTKpbiBaeT ABepb Hacracbe Puanii-
[TOBHE U «IIPOBO3rAalllaeT» ee IPUXO0A, 3aTeM OCTaHABAMBAET
T'anto, mopHsIBIIErO PYKY HA CECTPY, TOAYYAET OT HETO MONJeYNHY,
rocne ero ykopa packasinve oxsatoiBaer Hacracbio @uanrnmos-
HYy, 1 oHa 11eayeT pyKy y Huuot AnexcanaposHbl. MblnkunH, yeno-
BeK, O CYIIeCTBOBAHMUM KOTOPOT'O YTPOM 3HAAM TOABKO TT0 MUCHBMY
n3 [1IBerjapun, Ha KOTOPOE HE OTBETUAM, CAYYANHBIMY CAOBaAMMU,
SKeCTaMu, B3TASIAAMU, TIOCTYITKaMU MEHSIET SKM3Hb A€CSITKA NFOAEN,
COBepIIeHHO 3TOro He Xenasi. Ero coBeTa o TOM, BLIXOAUTD AV €71
3amyK, cripamBaet Hactacest @uannoBHa; n3BecTme o ronyde-
HUM KHSI3€M HACAEACTBA ee, 0e3yAep KHYIO, 3aCTaBASIET OCTAHO-
BUTBLCST HAa HeKoTOpoe Bpems. CileHa COKUraHusl AeHer U3MeHsIeT
>kn3Hb ['ann. CBOMM BEAMKOAYIIVMEM KHSI3b AOBOAUT ITOAYKMBOI'O
nnoanra po McTepukn:

«ITO BbI Terepb BCE moapBean! DTO BbI MeHsI AOBeAM AO Tpuriaakal
Bl yMuparomero AOBean AO CTbIAQA, Bbl, Bbl, Bbl BMHOBATDI B IIOAAOM MOEM
manopyumu!y (8, 249).

Mmenno Mpikuny renepan Enan4mt roBopuT: «...Thbl MeHbIIIe
BCeX HAaC BMHOBAT, XOTsI, KOHEYHO, ype3 Tebst MHOTO BbIAO» (8,
261).

BesmepHo arobsiyast ero reHepaapina Enman4dmHa roBopuT 11po
cebst:

«VI BOT TOABKO YTO [MOKA3ANCS ITOT CKBEPHDIV KHSIZUILIKA, 9TOT APSIH-

HOM MAMOTUINKA, M BCE OISITh B30AnaMyTHUAOCh, BCE B AOME BBEPX AHOM
nomao!» (8, 273).

ITomemarensbcTBO 1 GercTBo reHepana JIBoarnHa Toxxe crpo-
BOIIMPOBAHO €ro OMOCPeAOBaHHBIM yYacTueM B MHTpUre /\eGepe-
Ba 11 COBETOM He TOBOPUTDL O HAVIAEHHBIX A€HbIax.

B cymHocTH, HaYMHASICh € TPETbEeN U yCYryOAsIsICh B YeTBep-
TOW M ITOCAEAHEN YaCTM POMaHa, CTereHb €10 HEBOABHOT'O BO3AEV-
CTBMSI HA Pa3BUTHE COOBITUN U, B OYKBAABHOM CMbBICAE, HA CYABODI
OKPY>KAIONMX yKe BceM sIBCTBeHHa. Bapst roBoput 06 Araae:

«KHus3b ee Ha VAO4YKY TEM U HOI;IMa]\, 4YTO, BO-TIEPBLIX, COBCEM U HE NO-
BUJ, @, BO-BTOPBIX, YTO OH Ha Ir'ra3a BCeX MAMOT. Y>Ke OAHO TO, 4YTO OHa
CeMBIO 13-3a HErO IePEMYTUT, BOT YTO e KaskeTcst Aro6o» (8, 291).
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A Arnast 6yKBanbHO ITPOBOLMPYeT KHsI3s1 croBamu: « Pazbernt-
Te 10 KparHel Mepe KUTANCKyIo Ba3y B roctuHor! OHa poporo
CTOUT; MOXanyncra, pazberite; oHa AapeHasi, MaMalia ¢ yma cou-
AET ¥ [P BCeX 3araaveT, — Tak oHa eyt poopora. Caenarite Kakoi-
HUOYAB JKeCT, Kak Bbl BCErAa Aeraete, ydapovme u pasbeime» (8,
435—436, kypcus mon. — H. C.).

B s3Tom «ypapbTe n pazbentte» M HacMelKka M BbI3OB U OXKU-
AaHue, MOYTU MPUBBIYKA K €ro «KecTam», CTaBIIMM HeoOXOAU-
MocThiOo. B cijeHe odpuimanbHOro nmpmema B AoMe EmaHYMHBIX,
MPEANIECTBYIONEN IMUAETITUIECKOMY TIPUTTAAKY, KAMKOMY KPU-
Ky “AyXa, COTpsICIIEro u rnosepriero” HecuactHoro» (8, 459),
KHsI3b TOBOPUT O cebe: «5I Bcerpa 60I0OCH MOMM CMEITHBIM BUAOM
CKOMITPOMETHPOBATH MBICAB M TAABHYIO MA€EI0. 1 He MMero skecTa.
91 iMero KecT BCerapa MPOTUBOTIONOKHDIN, a 9TO BBI3BIBAET CMEX
M yHVKaeT uaero. YyBcTBa Mepbl TOXKe HET, & 3TO raaBHoe...» (8,
458).

OH Bce BpeMst «BBIXOAUT M3 MepKI». Ero moMbicabl Oaaropop-
HbI, €0 HaAMEPEHUsI YMCTBI, €r0 CY>KAEHUST CIIPABEAAVBBI; «ECTh
NFOAM, KOTOPBIX TTOYEMY-TO TIPUSTHO BUAETH TTOANE CeOsI B MHYIO
TspRenyto MuHYTY» (8, 441), Ho paspyieHne cypaed n pusndeckast
rbenb OKPYXAMUX, TMOENb, UMEIONasT K HEMY KOCBEHHOE OT-
HOIIIEHME, 9TO €ABA AV HE XYIKe, YeM eCAM Obl OH BPEAUA HAMEpPEeH-
HO. «/\opora B ap BbIMOIeHa 6GAarMMy HaMepeHUSIMI», — TAACUT
HapoAHast MyApocThb. OH ceeT XaoC M €aM CTAHOBUTCS €r0 JKepT-
BOJA, MOrpysKasich B 6e3ymue. B anmaore pomana ecto ppasa: «Ilo-
BUAMMOMY, €My y>Ke BCE ObIno mporeHoy (8, 509).
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Notices

Horst-Jiurgen Gerigk

GRIGORIJ KUTUSOW
UND DMITRI] KARAMASOW
Zwei Notizen

1. Zweimal Kutusow

Wer die Briider Karamasow aufmerksam liest, wird Grigorij
Kutusow nicht vergessen, den Diener, der «im Dunkeln» vom ent-
fliehenden Dmitrij mit einem MorserstoBel brutal niedergeschla-
gen wird und danach eine falsche Zeugenaussage macht: die Tiir,
behauptet Grigorij, die aus dem Hause Fjodor Karamasows in den
Garten fithrt, habe bereits offen gestanden, als Dmitrij davonlief.!
Dostojewskij lasst es offen, ob es sich bei dieser Falschaussage um
eine Wahrnehmungstauschung oder eine Erinnerungstauschung
handelt. Nicht offen bleibt, dass die Falschaussage Grigorijs das
Schicksal Dmitrijs besiegelt.

Zu dem Ensemble der Fakten des Indizienbeweises liefert die
«offene Tiir» den SchluB3stein der Vollendung. Smerdjakow sagt zu
Iwan tiber Grigorij:

«Was diese Tir betrifft, und dass Grigorij Wassiljewitsch sie offen
gesehen haben will, so ist ihm das nur so vorgekommen. ...Denn ich kann

! Vgl. zum Detail der offenen Ttir Gerigk H.-J. Dostoevsky — Genius of Evoca-
tion: The Scene of Fyodor Karamazov’s Murder and Its Symbolic Topography //
A New Word on The Brothers Karamazov / Ed. R.L. Jackson. Evanston, 2004.
S.180—191.

© H.-J. Gerigk, 2011
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Thnen sagen, das ist ja gar kein Mensch, sondern ein sturer Hammel, und
er hat das nicht gesehen, sondern es schien ihm nur so, als sdhe er es... aber
man bringt ihn nicht mehr davon ab. Das ist schon ein Glucksfall fir uns
beide, dass er so etwas ausgedacht hat, weil man danach Dmitrij Fjodoro-
witsch ohne Zweifel schlieBlich verurteilen wird» (15, 65).?

Und so geschieht es denn auch. Kurzum: Dmitrij wird fiir einen
Mord verurteilt, den er gar nicht begangen hat.

Dies konnte nun der Meinung Vorschub leisten, als werde durch
Grigorij eine falsche Weiche gestellt, weil ja seine Aussage entschei-
dend dazu betragt, dass ein Unschuldiger schuldig gesprochen wird.
Eine solche Deutung des Geschehens will aber Dostojewskij gerade
nicht herbeifiithren. Im Gegenteil! Dostojewskijs Konstruktion des
Tatbestandes ist ja gerade darauf angelegt, dass nur durch Dmitrijs
Verhalten Smerdjakow als Téater in Aktion gesetzt wird. Iwan stellt
den Tater nur bereit. Erst Dmitrij aber lasst ihn in Aktion treten.
Ohne Dmitrij kein Mord.

Ja, Dmitrij ist, was die Verkettung der Umstande anbelangt,
durch die die Ermordung Fjodor Karamasows als die Wirklichkeit
des Bosen zustande kommt, der wahrhaft Schuldige.

Erst mit dieser Einsicht wird deutlich, dass sich mit der Schul-
digsprechung Dmitrijs durch die Geschworenen die Vernunft in der
Geschichte verwirklicht, ohne dass dies allerdings vom Gericht be-
merkt wird, denn die Gerichtsverhandlung miindet ja in einen «Jus-
tizirrtum» (so die Uberschrift von Buch XII).

In diesem Justizirrtum aber ist eine verborgene Gerechtigkeit
prasent: Gottes Hand im Lauf der Dinge. Das Geschehen im Ge-
richtssaal lasst einen «emblematischen» Sinn offenbar werden:
schuldig gesprochen wird Dmitrij, weil er mit seinem Tun fiir das
erst dadurch mogliche Tun des Taters verantwortlich ist.

Fur die Herstellung dieser insgeheimen Gerechtigkeit im Lauf
der Dinge leistet die Falschaussage Grigorijs die entscheidende Wei-
chenstellung. Grigorij wird, wenn man so will, als Werkzeug des
«Weltgeistes» eingesetzt, als «List der Vernunft»: « Was vernuinftig
ist, das ist wirklich; und was wirklich ist, das ist verniinftig», mit
Hegel gesprochen.’

2 Dostojevskij F.M. Polnoe sobranie sochinenij v tridcati tomah. Leningrad, 1976.
T. 15.

3 Vgl. Hegel G.W.F. Grundlinien der Philosophie des Rechts / Ed. J. Hoffmei-
ster. Hamburg, 1955, Vorrede. S. 14.
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Auf dem Hintergrund dieser Uberlegungen wird deutlich, warum
Grigorij den Nachnamen Kutusow tragt. Die Funktion dieses Die-
ners im Lauf der Dinge ist die gleiche wie die seines Namensvetters
in Tolstojs Krieg und Frieden. Tolstojs Kutusow besiegt Napoleon
nicht «strategisch» (Kutusow schlaft ja im Kriegsrat ein), sondern
dadurch, dass er eine Tendenz des Wirklichen tibernimmt und ver-
starkt.

Hat Dostojewskij Krieg und Frieden vor Augen gestanden, als er
die Briider Karamasow schrieb? Zweifellos! Man betrachte nur das
Kapitel «Smerdjakow mit Gitarre» in Buch V. Beim Flirt mit Marja
Kondratjewna sagt Smerdjakow:

«Im Jahre zwolf fand ein groBer Feldzug Kaiser Napoleons 1. von Frank-
reich, des Vaters des heutigen Kaisers, gegen Russland statt, und es ware
gut gewesen, wenn die Franzosen uns damals unterworfen hétten: eine kluge
Nation hitte ein ganz dumme unterworfen und sie sich einverleibt. Dann
sahe es bei uns ganz anders aus» (14, 205).

In der Welt Dostojewskijs, so darf man sagen, gibt es nichts
Schlimmeres als das, was Smerdjakow hier duBlert. Fiir unseren Zu-
sammenhang ist wichtig, dass im Text der Briider Karamasow die
positive Funktion von Tolstojs Darstellung Kutusows im Kampf
gegen Napoleon, den «Feind des Menschengeschlechts», eindeutig
beschworen wird. Die positive Funktion Grigorij Kutusows im Netz-
werk des Indizienbeweises erfihrt mit Blick auf Tolstojs Krieg und
Frieden eine bestiarkende Folie. Grigorij Kutusow wird dadurch al-
lerdings nicht zu einem positiven Charakter. Es geht ausschlieBlich
um seine positive Funktion im Lauf der Dinge, was Dostojewskijs
Theodizee anbelangt.

2. Dostojewskijs Frieden mit sich selbst

Dass in den Briidern Karamasow Dostojewskijs Nachdenken
uiber das Verhaltnis von Verbrechen und Strafe, Gewissen und Straf-
gesetz, Kirche und Staat, Schuld und Stthne, Gott und Teufel seine
Summe findet, ist inzwischen immer wieder und zu Recht vermerkt
worden.

Und was das Leben Dostojewskijs betrifft, so wissen wir, dass
er sich im sibirischen Zuchthaus den fiir die Problematik seiner
fanf groen Romane entscheidenden Probleminfekt zugezogen
hat: Sein zentrales Interesse richtet sich seitdem auf die Psychopa-
thologie der Taterpersonlichkeit, konkret gesagt: auf den Morder.
Im sibirischen Zuchthaus lernt er reuelose Schwerverbrecher aus
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nichster Ndhe kennen. Sein Straflingsreport Aufzeichnungen aus
einem Totenhaus liefert, fiktional iiberhoht, die « Psychologie» die-
ses «Milieus».

Was Dostojewskijs Anwesenheit im Kreis um Petraschewskij,
seine Verhaftung und Scheinhinrichtung anbelangt, so hat die For-
schung mittlerweile alles Erreichbare zusammengetragen — mit dem
Resultat, dass uns iiber diesen so fundamentalen Eingriff des Staates
in sein Leben alle AuBerlichkeiten im Detail vorliegen. Eine Darstel-
lung seiner Wandlung vom Zarenfeind zum Zarenfreund ist uns der
«Realist im hoheren Sinne» schuldig geblieben. Wir haben es ganz
offensichtlich mit einer tabuierten Seelenlandschaft zu tun. Trauma-
tisch vermintes Gelande: off limits.

Was wir aber besitzen, sind seine Werke, die, ganz im Sinne Wil-
helm Diltheys, als «dauernd fixierte LebensauBerungen» nicht tau-
schen koénnen und unverhiillt sagen, was sie meinen. Um es kurz zu
machen: die Briider Karamasow geben auf Dostojewskijs leitende
TFrage: « Wie kommt das Bose in die Welt?» eine eindeutige Antwort:
«Weil es vom Menschen gewtinscht wird». Und darum ist Dmit-
rij, der sich offen zum bosen Wunsch bekennt, der Hauptschuldige.
Nicht Iwan und auch nicht Smerdjakow! Die Logik solcher Konst-
ruktion hat eine bestimmte anthropologische Pramisse zur Grundla-
ge, die den Menschen als «intelligiblen Charakter» (im Sinne Kants)
definiert.

Ich behaupte nun: Indem Dostojewskij Dmitrij Karamasow als
den Hauptschuldigen gestaltet, der die Strafe fiir einen Mord an-
nimmt, den er gar nicht begangen hat, schliet er Frieden mit sich
selbst. Das heif3t: Durch solche Konstruktion erkennt Dostojewskij
seine Bestrafung als Staatsfeind als gerecht an. Er verarbeitet mit
seinem letzten Roman auf hochster, philosophischer Ebene die Ab-
biiBung seiner Zuchthausstrafe in Sibirien, indem er sie als verdient
anerkennt und aus ihrer Anerkennung die Theodizee gewinnt.

Nun ware es aber vollig verkehrt, zu sagen, die Konstruktion der
Briider Karamasow sei nur dadurch zu erklaren, dass Dostojewskij
Frieden mit sich selber schlieen wollte und nur deshalb geschrieben
hat, was er geschrieben hat. Mit einer solchen Erklarung wiirde der
Wahrheitsanspruch der Briider Karamasow «psychologisiert». Ein
Kunstwerk aber hat seinen Rang darin, dass es seine Wahrheit als
absolute Wahrheit veranschaulicht. Und es kann dies, weil es die
Moglichkeit hat, seine Botschaft unter Laboratoriumsbedingungen
zu fixieren. Anders ausgedriickt: Dostojewskij zieht aus seinem
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sibirischen Schicksal eine ganz bestimmte Lehre, die er schlieBlich
durch Charaktere und Handlung objektiviert. Das Bose hat seinen
Ort im Gedanken an die Tat, nicht in der Tat selbst. Ohne Ge-
danke, keine Tat! Diese Einsicht wird in den Briidern Karamasow
psychologisch-realistisch und allegorisch veranschaulicht. Sein sibi-
risches Schicksal wird dem Autor zum Stimulans der Kreativitat.
Dem Kunstergebnis ist die biographische Herkunft der Problem-
stellung nicht anzusehen, die Veranschaulichung steht in sich und
hat, um verstanden zu werden, den Riickgang auf die Biographie
nicht notig. Und so 14sst sich sagen: Mit den Briidern Karamasow
hat Dostojewskij sein Leben und sein Werk «vollendet».
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