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1.

Poman ®enopa JloctoeBckoro hpamus Kapamazoevi IOKa3bIBAET
CLIEHBl HACUJIUS, B KOTOPBIX €CTh ONPEIEIICHHBIE CUMBOJIBI COBEPIICHUS
MpeHaMEpPEeHHOr0 371a. HecMOoTpsl Ha 3TH yKacHble U300paKeHUsl, MHOTHE
YYEHBIEC COTJIACHBI, YTO TJIABHBIA MUMITYJIbC B €0 PaccKa3ax - MO3UTUBEH.
Ero 4yacTHeie JHEBHMKHM 4aCTO MOKA3bIBAOT MOJI0KUTEIBHBIE U
IIPUIIOIHATHIE KAPTUHBI YEJIOBEUYECTBA, KOTOPHIE BCTYIAIOT B
MPOTUBOPEYHE C MEPCOHAXKAMU €ro KHUT. Bo Bpems paOcTBa B TIOphME B
Cubupu JloctoeBckuii nucan Opary Muxauny: «Ha mymie moeit sicHo. Bes
OyIyIITHOCTh MOSI M BCE, YTO 5 Cejaro, y MEHs Kak mnepej riazamu. S

70BOJIEH cBoeto ku3HuI0. (http://rvb.ru/dostoevski/)

DTO Pe3KO KOHTPACTUPYET C CUMBOJIAMH U NIEPCOHAKAMU TAKUMHU,
KaK HECYaCTHBIN ITOAIOJLHEINA yeoBeK. Kak U3BecTHO, 3anucku u3
NOONOJIbsl HAUUHAIOTCS. <« $| yenmoBek OONMBHOM... S 371011 YenoBex.
HemnpusiekaTeapHbiii s yeaoBek. OIHOM M3 MPHUYKMH, IOYEMY
JlocToeBcKuil MOKa3bIBAET 3710 MOIIHBIM, HApUMep, OECIOIIaIHbIE
yOHIICTBA M KECTOKOCTh, SBISETCA MPOTUBOPEUrEe B (hUII0COPCKUX
npeAcTaBieHusX 00 uckynuTeapbHol cuiie boxueit. B cBoeit kHure

IIpobnemvr Teopuecmea Jlocmoesckoco Muxaui baxTuH nucal, 4To pomau


http://rvb.ru/dostoevski/

nokasvieaem < MHOMICECMBEHHOCMb CAMOCMOAMENbHLIX U HEeCIUSHHbIX

20J10C06 6 CO3HAHUU, NOONUHHASA l’lOJlMgbOHM}Z NOJHOYEHHbIX, 20]I0CO8 »

(http://www.vehi.net/dostoevsky/bahtin/index.html). ['epon MOryT OBITH

youiinamu, kak CMepIsIKOB, HO U CBATHIMH, Kak AJielia, MJIaInii 6pat
Kapama3oB, KOTOPBIi CTPEMUTCS CTaTh MOHAXOM.
Wnest moiupoHun 310 GOJIbIIE, YeM PA3JIMYis B YepTax Xapakrepa.

B o oHrIEeCKOM TIOBECTBOBAHUU PE3KO MPOTUBOIOIOKHBIE CHMBOJIBI
Takue, Kak J00po U 3710 CIIOCOOCTBOBYIOT €EIMHCTBY MOIM()OHHYECKOTO
pomana». [lonupoHndeckuil poMaH SIBJISETCS CUCTEMOW, B KOTOPOU
HEKOTOPBIE aBTOPBI MOTYT pa3pabarsiBaTh (GUIOCOPCKHE HAeH. TaKuM
00pa3oM, MoaM()OHHYECKUE aBTOPHI CO3AI0T Pa3InYHbIE TOUKH 3PEHUS U
CHMBOJIBI. XOTs MOKET [MOKa3aThCs, YTO aBTOPHI NPEACTABIISIOT TOIBKO
3J10, Ha CAaMOM JIeJie IPU COCIMHCHUH C IPYTMMH CHMBOJIAMH, KOTOPBIC
UMEIOT MTPOTUBOIIOIOKHBIE KAUeCTBa, MOMM(OHUS CIYKUT Ui 100aBIEHUS
"BBICIIETO €MHCTBA" TIOBECTBOBAHMIO, KAK BHYTPEHHE HEMTPOTHBOPEUYMBOM
dbunocodckoit cucteme.

Jlaxxe Ge3 ucmoabp3oBanus TepMuHa baxtuna "moaudonus,”" MHorue
y4€eHBIE MOJUYEPKUBAIOT AHAIIOTUYHYIO TOUKY 3PEHUS Ha POMAHBI

Hocroesckoro. buorpad docroesckoro Jleonapao ['poccMan roBOpurT:


http://www.vehi.net/dostoevsky/bahtin/index.html

« CoueTaHHEM TaKUX IIpUEMOB I[OCTOCBCKI/Iﬁ JOCTHUTa€T B CBOEM

IOCJIEHEM POMAHE OIIYIICHHS HEOTPa3MMOM KU3HEHHOCTH H300paXKeHUs

(http://az.lib.ru/d/dostoewskij).

UNnes baxtuHa o moim(pOHUYECKOM POMaHE OYCHb HAIIOMUHAET HJICH
rerejieBCKOM JTUAJICKTUKU. JInalleKkTuKa B TerejIeBCKOM KOHILIETIINT
03HayaeT IMPOIIECC MBIIUICHHS, C TIOMOIIBI0O KOTOPOTO JBa aOCTPAKTHBIX
MPOTHUBOPEUHS CIIMBAIOTCS B BBICIICH TapMOHUHU. DTO ONPEICICHUE
JTUAJIeKTUKA HAaIIOMUHAET OIpe/iesieHrne MoMMGOHNYECKOro pacckasa
baxtuna: «®unocodckuil miaH, rae NpOTUBOPEUUBBIE UIIEU U
XapaKTEPUCTUKH OObEAMHEHBI B ' BBLICIIEE €AUHCTBO. bBaxTuH BHIEI
TEreJICBCKUE JIEMEHTHI B MOJU(OHUUECKOM poMaHe. OH 4acToO YIIOMUHAET
J10CTOEBCKOrO B OTHOIIIGHUHU K T'e€reJIeBCKOM auajekTuke. OQHaKO OH He
COIJIACEH, YTO OHU MOJIHOCTHIO AHAJIOTUYHBI, U YKa3bIBAET HA OCHOBHOE
paznuuue Mexay ['erenem n JlocTtoeBCKUM:

Ecau 661 MHOTOIUIAHHOCTh M TIPOTUBOPEYMBOCTD ObLIIAa JaHa

JIOCTOEBCKOMY HJIM BOCIIPUHHUMAJIACh UM TOJIBKO KaK (haKT JTUYHOMN

KWU3HU, KaK MHOTOIUIAHHOCTh M MPOTUBOPEYMBOCTD JyXa - CBOETO U

9y>KO0T0,. - TO JlocTOeBCKMiA OBLIT OB POMAHTHKOM U CO37aJT OBl

MOHOJIOTHYECKU POMaH O MPOTUBOPEUYUBOM CTAHOBJICHUU

YEJIOBEYECKOr0 AyXa, NEMCTBUTEIBHO, OTBEYAIOIINN I'eTeJIMaHCKOU
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KOHICIIIMHA. Ho Ha camom JA€JIC MHOI'OINIAHHOCTHh U
IMPOTUBOPCUYNBOCTD I{OCTOCBCKI/Iﬁ HaXOoIuJI U YMCJI BOCIIpDUHATH HC B
AyXxc, a B 00BEKTUBHOM conuaJIbHOM MHPC.

(http://www.vehi.net/dostoevsky/bahtin/index.html)

Bo3MoxHO TO, uTo baxTuH uMeeT B BUAY, KOT/Ia OH 00CYXIaeT
«COUMaIbHBIN MUP» JlOCTOEBCKOT0, 3TO TO, YTO OYEHb YACTO B pPaccKa3ax
JIOCTOEBCKOrO JIFOJIA COBEPIIAIOT CIyYalHbIE AKThl HACWIINS, KOTOPHIE HE
SBJISIOTCS IIArOM K "BBICIIEMY €IMHCTBY', @ ABJISIOTCS IPOCTO IIJIOXUM
noctynkoM. llepconaxu JlocTOEBCKOTO HE MOKa3bIBAOT UaeH | 'eremns
HETIOCPEICTBEHHO, UX JAEHCTBHUS MPU3BAHbI BECTU K TAPMOHUHU B KOHIIE.
DTO OYEHb OTINYAETCS OT TPACKTOpUH, cKaxeM, Penopa u CMepasKOBa,
KOTOpPbI€ U B KOHEYHOM WUTOrE YMHUPAIOT.

Hecmotpst Ha HaOmonenre baxTuHa 0 HECOOTBETCTBUU MEXKITY
cuctemoii I'erenst u nu3o0pakeHUeM 4YeI0BEYECTBa B IOBECTBOBAHUU
JIoCTOEBCKOr0, TAe N0, KaKETCs, MPOU3BOJIBHO COBEPIIAIOT HACWINE, A
yTBEPAKIat0, 4YTO JIOCTOEBCKUI MO-TIPEKHEMY PA3BHUBAET IOBECTBOBAHUE B
COOTBETCTBHH C T'ereJICBCKOM KOHIICIIMEH. ['ereias 3aHnMaeTcs OOJIBIIHAM -
BceoOBemromeil "CucTeMoil", TOTalbHOCTEIO. IIpHUMHA HE B TOM, YTO

IICPCOHAXKHU I[OCTOGBCKOFO CaMU1 IIPUHHUMAIOT I'CrCJICBCKYIO HCTHHY, HO B
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TOM, YTO aBTOP pPa3MEIIAET 3J0ACSIHUSI CBOUX T'€POEB BHYTPHU
MOTM(OHUIECKOTO TTOBECTBOBAHMSI, ¥ 3TO HATIOMUHAET T'€TeJIEBCKYIO
CHUCTEMY.

HesicHo, Hackosibko JlocTOEBCKOTO Hanpapisiiin uaeu ['erenst B ero
TeKcTax. MBI 3HaeM, 4TO OH XOTEJI CIeIaTh MEPEBOJ COUMHEHUN [ 'erens Ha
PYCCKHUU A3bIK, HO HUKOTIa He caenait. Kpome toro, JIoCTOEBCKHI YnTal U
mobun Illennuura, cocena ['erensi, KOTOpbIA OMPENCTICHHO MOBIUI Ha
dbunocoduro monoaoro I'erenst. JloctoeBckuii mucan Opary Muxaumiy: «
[Tpunuu vHenpemenHo [ ezensi, B ocobenHoctu ['ereneBy «Hcropuro
umocopun». C 3TuM Best MOst OyaynIHOCTh coeanHenal”

Briosine Bo3MOkHO, JI0CTOEBCKHMI MMEN B BUIY THAIEKTUKY ['erens, korma

nucan bpamwvsa Kapamazogui.

Fl |J'I$I)1$I Ha I'erens
psaaom ¢ JlocToeBCKUM, Mbl BUIUM, Kak aOCTpakTHbIE uaeu guiocodpuu,
TUANCKTUKH ['erensi, MOTyT OBITh IPUMEHEHBI JIJIT KOMMEHTaPHS
9K3HCTEHIIMAILHOTO KpU3Knca B paccka3ax JlocroeBckoro. JlocToeBckuid
CUMTAETCS OJHHMM M3 IEPBBIX ' DK3UCTEHIMAIBHEIX " IHCATENEH, TIOTOMY
YTO €ro BHUMAaHWE HAIIPABJICHO Ha OIBIT YEJIOBEKA M €r0 CTpajaHusl.

[erens cumraercs "MaeanuctoM", MOTOMY 4TO €r0 BHUMaHHE HAIPABJIEHO



Ha 0000I1IEHNEe CUCTEMBI B TI0JIb3Y MHAMBUIYATLHOTIO BBIOOpA.
DK3HCTEHIIHAIbHAsS (GUI0CO(HS B I[EIOM OTPHIBAETCS OT ' HEMEIKUX
HJICATMCTHYECKUX ' MBICIHUTENEH TakuX, Kak ['ereib, KOTOpBIE, KaK
npaBuiio, 0oJibllie 03a004eHbl 0000IIEHHEM CUCTEMBI U a0CTPAKTHOTO
MBIIUICHUS, a He CyOBEKTHBHBIMH MEPEKUBAHUAME OTACIHHOTO YeIOBEKA.

N3-3a cBs3u JIocTOEBCKOTO ¢ AK3UCTEHIIMAIU3MOM YUYEHbBIE
PEIKO aHAJTU3UPYIOT €0 PAJIOM C HEMEKUMH puiocodamu-uaeanucTramu
TakuMH, Kak ['erens. J|0oCTOEBCKOTO 4acTO CPAaBHUBAIOT C XPUCTHAHCKUMU
AK3UCTEHIIMATUCTaMU TakuMH, kak Kbepkerop. KoHeuHno, ecte Beckue
MIPUYHHBI I 3TOTO, HO 3TO HE 3HAYMT, YTO HE MOXKET OBITH JIPYTOTO
aHaju3a, Wik 4To OH He Oyner 3HauuMbiM. Denop [JocToeBckuit moxox Ha
I'erenst, motomy uto u I'erens u JlocTOEBCKH cO3/1alM CIOKHYIO
0000111aI0IIYI0 CUCTEMY.

«/Ilnanexktuka» B Gpuiocopru MOXKET TaKKe 03HAYATh
UCKYCCTBO KPUTHYECKOTO aHAJIM3a WUJIU MPOCTO UCCIIEIOBAHUE UCTUHBI
MyTeM OOCYXKIeHUs. Sl MCTONB3YI0 MTUAJICKTUKY B TETEICBCKOM CMBICIIE,
uMest B BUy TPOIIECC MBIIIICHHUS, C TIOMOIIBI0 KOTOPOTO MPOTHBOPEUHS
CIMBArOTCA B BbIclIeW rapmoHuu. Kak npaBuibHO 3ametnit baxtun, ['erenp

B IIEPBYIO OYEPENb, CBA3aH C PA3IUYHBIMU KIIPOTUBOPEUUSAMU», KaK OHU



CYILIECTBYIOT Ha TEOPETUUECKON UM aOCTPAaKTHOM MIIOCKOCTH. JlHManekTuka
NPE/ICTABIISIET COO0M CUCTEMY, KOTOpas ''CHHTE3UPYET STH MPOTUBOPEUHS
TaKUM 00pa30M, YTO OHU OOJIbIIE HE AUAMETPATHLHO MPOTUBOIMOIOKHbI
IpYT IpYry, a BMECTO 3TOr0 HEOOXOAUMBI ISl CYIIECTBOBAHUS IPYT
apyra. B putopuke I'erens Takue TEpMUHBI, KaK 'Te3uc", "aHTHTE3a',
"caarue" u "JIyx" ucnoab3yrorcs aGCTPaKTHO, a He KaK
AK3UCTEHIMAIbHBIN, CBOEBOJIbHBIN BHIOOP OJHOTO YEJIOBEKA, KOTOPBIH
MMEET PEeIIaoIlee 3HaUYeHUe I pa3BUTHS [TOBECTBOBAHMUS.

XOpomuii npuMep Toro, Kak JloCTOeBCKHUI HCTIOJIB3YET
nonugonHuio - B xapakrepax ['pymensku u Karepunst B bpaThsax
Kapamazossix. ['pyiienbka, mim Arpagena AnexcanapoBHa CBeTsioBa,
n300pakeHa Kak TUIIMYHAs pOKOBas >KeHIMHa, a Karepuna - kak
HPAaBCTBEHHO YMCTas U 100poieTeNbHAS KEHIIINHA.

Cnopsl mexay @enopom Kapama3oBbiM 1 €ro CbIHOM JIMUTprEM
Kapama3zoBsiMm 110 moBOy [ pylI€HBKH SIBJISIFOTCS. OCHOBHOM MTPUYUHOM TOTO,
yt0o /IMuTpHii OepeTcs B KauecTBe IrI1aBHOTO Mo103peBaeMoro, koraa denop
Kapama3zoB Obu1 yout. I'pyiiieHbka IpUBIIEKAET U 3TUX JIBYX MYXKUUH, U
MHOTHX Apyrux. JIto00BHBIN TpeyronbHUK MexXay [mutpuem, denopom u
I'py1IeHbKOM CITYyKUT BaXKHBIM MOMEHTOM CIO’KETa Ha IPOTSYKEHUU BCETO

pomana. Hecmotps Ha m060Bs Denopa u [IMuTpus Kk Hel, OHA KUBET C



YEJIOBEKOM, KOTOPBIN IIATUT 3a HEE, U CEPALIE €€ NEUCTBUTEIBHO
MPUHAJJICKUT APYTOMY YEJIOBEKY - IOJBCKOMY ODHUIEPY,KOTOPBIN pa3oui
ee cepJIlie MHOTO JIeT Ha3ald. XoTs ee BiuedeT K Denopy U ero JeHbram, B
KOHIIE pOMaHa, nocie Toro, kak degop ObUT yOUT, OHA IOHUMAET, YTO OHA
00T JIMUTpUA 1 pelaeT ConpoBOXKIATh €r0, KOI/Ia OH YE3KaeT U3
Poccun. CymiectByer ele oJIuH J000BHBIN TPEYTOJIBHUK B KHUTE€ MEXKTY
nepconaxamu Karepunsl, JImutpus Kapamazosa u HiBanom.

['pymienbka npeacTaBisieT coO0i UyBCTBEHHBIN BU/I JIFOOBU, CBA3aHHBIN C
(u3ruecKuMU yJI0BOJIbCTBUSAMY, a KatepuHa npencraBiisgeTr cooon
ITYXOBHYIO JJF0OOBb, KOTOpasi HE CTOJIBKO CBsI3aHa C (PU3MUECKUM, HO C €€
rOpAOCTHIO M 3roM. KaTepuHa - 04eHb YIIPSMBII YEJI0BEK, U OJIHA U3
OpUYMH, TIOYEMY JiBa OpaTta Tak J0OJIAT €€ - HOTOMY, YTO OHA TaK yIOPHO
BEpHA CBOMM NpHUHLMNAM. bpaThs 1100yr0TCsSl B HEH TEM, YEro HET B HUX

camux. O Karepune rosopur [Imurpunii:

['maBHOE, TO yycTBOBA, yTO «KaTreHbka» He TO 4YTOOBI HEBUHHAS
MHCTUTYTKA , a 0c00a C XapaKTepoM, TOp/Iasi U B CAMOM JIeJIe
noOpoieTenpHas, a MyIe BCero ¢ yMoM M 00pa3oBaHuEM, a y MCHSI HH

TOTO, HU Apyroro...» (140)

N notom oH roBoput Anemie:



«Buzael Tl ee? Benp kpacaBuua. J[a He TeM OHa KpacuBa TOraa

obuta. KpacuBa Obliia OHa TeM B Ty MUHYTY, YTO OHA OaropojHas, a

s TIOJJIELL, YTO OHA B BEJIMYHMH CBOETO BEJIMKOIYIIHS U )KEPTBBI CBOEH

3a OTIIa, a s Kjior.» (143)
B rimase, «O6a BmecTe» Mbl BUAUM, Kak JIOCTOEBCKHI MMOKA3bIBaCT IBa
IIPOTHUBOIIOJIOKHBIX 00pa3a )KEHCKON CEKCYyaIbHOCTH U CBA3BIBAET UX APYT C
IpYroM, HECMOTPS Ha paszinuuns. Anemra nocemaer Karepuny, HO, K CBOEMY
YAUBIICHHUIO, OH HAXOJUT, YTO ['pymienska yxe y Karepunsl. X0Ts ynrarenu
nymanu, uto Karepuna u [ pymenpka Bparu, OHM IEPBOHAYAIBHO
NOSIBIIAOTCA Kak JIpy3bs B 9TOM 1i1aBe. [Ipu pasMelennu ux B OTHOM
KOHTEKCTE /I0CTOEBCKUI NTO3BOJIAET YATATENIAM CPABHUTH JIBE )KEHIIUHBI, U
TakuM 00pa3oM IMOIY4YHTh J1BA Pa3HBIX MPEACTABICHUS O «PYCCKOM
KpacaBHULIE», KOTOPBIE KAXKYTCS MTPOTUBOIOJIOKHOCTBIO APYT Apyra.
XoTsl OHM 00€ OYeHb KpacuBbl, JlOCTOEBCKHI OMUCHIBAET KAXKIYIO U3 IBYX
YKEHILVH B pa3Nn4HbIX ycioBusax. B Karepune onuceiBaercs ee cuna
JUYHOCTH U 4epThl xapakrepa. O Katepune /[ocToeBCKUil TOBOPUT:

Ero nopaswuia B1acTHOCTB, TOpAas pa3BsA3HOCTb, CAMOYBEPEHHOCTD

HaaMEHHOU neBymiku. U Bce 9T0 ObIJI0 HECOMEHHO. Aera

YyBCTBOBAJI , YTO OH HE NpeyBennunBaeT...Ho B 3TuX riazax, paBHO

KaK ¥ B OYE€pPTaHUM MPEJECHBIX T'y0, ObLJIO HEYTO TaKOoe, BO UTO,
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KOHEUYO0, MOHO OBLIO OpaTy ero BIIOOUTHCS y>KaCHO, HO YTO MOXKET
OBITh, HENB3SI OBLIIO TOJITO JIOOUT. .. TaKHE TAKUMHU U OCTAIOTCS, OHU
HE CMUPSIOTCA Mpest cyapooi. (181)
B I'pyuienbke, ¢ Ipyroif CTOPOHBI, OMMCHIBAETCS. HE CTOJIBKO €€ cuja
JUYHOCTHU, CKOJIBKO €€ (PU3NUeCcKre OCOOCHHOCTU U JBUKCHUSI:
AJtelia 3To MOYyBCTBOBAJ. bBLIO U €11ie YTO-TO B HEH, O UeM
OH HE MOT WJIK HE CyMeJl OBl 1aTh OTYET, HO YTO MOXKET OBITh U
€My CKa3aJloch O€CCO3HATENIbHO, UMEHHO ONSATh-TAKH 3Ta
MSITKOCTh, HEKHOCTh JBUKCHUH Tea, 3Ta KOIIaubsi
HECJIBIITHOCTD 3TUX JABWKEHUH. W 0JJHaKO X 3TO OBLJIO MOIITHOE
u oounpHOE Teno. [1of manpio cKa3bIBAMCH MTIMPOKKUE TTOTHBIC
IUIEYH, BBICOKAS, €II€ COBCEM FOHOIIECKAs TPy ib. DTO TEJIO
MOkeT ObITh obemano ¢popmsl Benepsr Muiocckoii (185)
B otnuuue ot Karepunsl, KoTopas “He cMUpSIETCS TIpeJ] Cyab0on”,
JloToeBCKHi1 TOBOPUT, 4TO ['pyllieHKa OyIeT «CMUPSITHCS TIpe] CyIb00», OH
TOBOPUT:
3HATOKM PYCCKOM KEHCKON KPacOThl MOTIIH Obl O€30IIHO0YHO
MpeICKa3aTh, MIsiasl Ha [ pyIIeHbKY, 9TO 3Ta CBEXKasl, eIle FOHOIIECKast
KpacoTa K TPUJLIATH ToJjaM MOTEePSET rapMOHUIO, PACIUIBIBETCS,

caMmoe JIMLIO OOPIO3THET, OKOJIO TJ1a3 U Ha JI0Y Ype3BbIYaiiHO OBICTPO

11



MOSIBSITCS. MOPIIIMHOYKH, LIBET JIMIIA OTPyOeeT, modarpoBeeT MOKET

OBITh, -- OTHUM CIIOBOM, KpacoTa Ha MTHOBEHHE, KpacoTa JeTyyJas,

KOTOpasi TaK 4acTO BCTPEUACTCs] HMEHHO y pyCCKOM >keHIMHBI (185).
Karepuna nipescraBiisieT co00i TUIT «BEYHOI» KPAaCOThl, KOTOpast SBIISAECTCS
TBEPJIOM U HEU3MEHHOM, B TO BpeMs Kak [ pylieHbka npeacTaBisieT coooi
CTPACTHYIO, OTHEHHYIO KPacoTy, KOTOpasi JJINTCA HE JOJITO, HO MOIIHO.
Pa3zmemas stu aBa nepcoHaxa BMECTe B OAHOM I1aBe, JJocTOeBCKU
M300pakaeT JB€ MPOTHUBOIIOJIOKHBIE HJIEH "PYCCKOM KpacoThl" B
nonudonnyeckoit popme. "Briciiee eAMHCTBO" T1aBbl B TOM, YTO
JIOCTOEBCKMI HE YTBEPKAAET, UTO "pyccKas KpacaBulla" HE SIBISETCS HU
rop/oH 1 uaeanuctTuiyecko, kak Karepuna, Hu co0Ia3HUTENBHOM,
CTpAacTHOM W HeAOATOBEUHOM, Kak ['pymenska. Tot dakr, uro Amutpuii
JTO0UT 00€UX, TOBOPUT O TOM, YTO MMPOTUBOIIOIOKHBIE UJIEU PYCCKOM
KpacoTbI HAa CAMOM JIeJie AEUCTBUTENBHO MOX0kHU. Karepuna u ['pymienbka
M300paKaroT UIEH, KOTOPhIE COCTABIISIIOT ONPEAECICHHBINA BUJ PyCCKOM
KpacaBHIIbl, HO /[oCTOEBCKMI NOKA3bIBAET, UYTO PyCCKask KpacoTa 3TO HE TO U
HE JPYyTo€, HO YTO-TO MEXAYy HUMU. Takas ciauTast IpOTHUBOIIOJIOKHOCTb

OYCHb IMOXO0Ka HAa CUCTCMY JTHAJICKTUKHU I'erens.

12



2.

In Problems with Dostoevsky's Poetics, Bakhtin discusses how Dostoevsky creates
polyphonous and multivoiced narratives «using another person's words.» He says,

«An author can also make use of another person's word for his own purposes by

inserting a new semantic orientation into a word which already has — and retains —

its own orientation. In that case such a word , by virtue of its task, must be

perceived as belonging to another person» (156)

Although Bakhtin rarely discusses the issue of translation in Problems of Dostoevsky's
Poetics, this idea of «borrowing» words that come from different, foreign contexts seems

very much akin to the task of a translator; a translator is faced with two very different
cultural and linguistic contexts, and must find a way to synthesize the two. It is the
translator's job to stay faithful to the original text being translated, while simultaneously
severing that text from its context by changing the language. Like Dostoevsky, the
translator must enact a Hegelian movement that brings two opposing impulses to a higher
harmony, in the space of the translated text.

As I explained in the previous section, Dostoevsky's characters that contradict
each other's opinions are very often placed in a similar context. In doing so, Dostoevsky
can make a point that it is neither one opinion or its opposite that constitutes the exact

image Dostoevsky wishes to convey, but instead a synthesis of both. By placing the two

13



contradictory characters like Katerina and Grushenka in a similar context, as he does in

the chapter «The Two Together» (O6e Bmecte) Dostoevsky shows the complexity of the

issue of defining «Russian beauty». Dostoevsky does not advocate the one or the other,
but offers an alternative that contains a systhesis both ideals. This movement is similar to

a Hegelian dialectic.

Given the dialectical tensions already so explicit in Dosteovsky's texts, his texts
present an interesting dilemma for translators. The English translator of Russian texts
must bring together two separate cultural traditions, but also must bring together the

differing viewpoints of Dostoevsky's individual characters in a manner that

simultaneously shows how they contradict each other, and presents Dostoevsky's

polyphonic vision that unifies them.

Contemporary translators also have to deal with the cultural differences in time.
The modern Russian person does not live the way an nineteenth century person does,
much less an American one. What a 19" century Russian speaking reader might consider
to be physically beautiful and sensually attractive is not necessarily what a 21% century,
English speaking, audience might find relatable. The fact that standards of beauty change
drastically according to culture, time period, and fashion presents a interesting task for

translators . In the chapter “The Two Together” Dostoevsky offers two ideals of female
sensuality in the characters of Katerina and Grushenka.

In this second segment of my paper, I will analyze the way translators have

conveyed Dostoevsky’s “multivoicedness” and polyphony in The Brothers Karamazov.

In particular I will look at certain images related to feminine sexuality as they are
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presented in the chapters “Seminarist Careerist” (« Cemunapuct kapsepuct») and “The
Two Together.” I will look at how translators decide to use certain English words when
Dostoevsky describes Grushenka and Katerina, and see how that reveals the polyphonic
elements at play in his texts.

I am looking at two different translations of The Brothers Karamazov. The first,
by Constance Garnett, was published in 1912, and was the first complete translation of
The Brothers Karamazov into English. Garnett was from Kent county, England and was
the first translator of works by major Russian literary figures like Anton Chekhov, Leo
Tolstoy and Ivan Turgenev. Her translation of The Brothers Karmazov is still in print,
and continues to be widely read, despite the fact that she has been criticized for outdated
and archaic language. The second translation I will analyze is Richard Pevear and Larissa
Volokhonsky’s 1990 translation that won the PEN/Book-of-the-Month Club translation
prize in 1991. To date it is the most recent rendition of the novel.

These passages [ will look at are moments that I see as best describing thKaterina

and Grushenka’s feminine characterizations.

Rakitin's Speech (Peus Paxutnna)

In Chapter Seven of Book two, entitled, “A Seminarist-Careerist,” («Cemunapuct

kapbepuct») the character Rakitin describes to Alyosha the kind of spell that Dmitri

Karamazov has fallen under in his love for Grushenka. In this passage, he tells Alyosha,

that there will be a crime in the family, and that it will be Dmitri who commits it. When
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Alyosha refuses to believe him, claiming that Dmitri despises Grushenka, Rakitin gives a
small speech about how a man can drastically change when he is obsessed with a woman.

Rakitin then opens it up to a larger discussion about “Russian Beauty” and what exactly

that means.

Constance Garnett’s version of the text reads,

A man will fall in love with some beauty, with a women’s body, or even with a

part of a woman’s body (a sensualist can understand that) and he’ll abandon his
own children for her, sell his father and mother, and his country, Russia, too. If
he’s honest, he’ll steal; if he’s humane, he’ll murder; if he’s faithful, he’ll

deceive. (Garnett, 79) (For Russian, see Appendix 1)

Pevear and Volokhonsky’s translation is as follows;

It’s that a man falls in love with some beautiful thing, with a women’s body, or
even with just one part of a women’s body (a sensualist will understand that), and
is ready to give his own children for it, to sell his father and mother, Russia and

his native land, and though he’s honest, he’ll go and steal; though he’s meek, he’ll

kill, though he’s faithful, he’ll betray. (Pevear Volokhonsky, 79)

This first sentence in Russian begins, « TyT BmtoOHUTCS 4el0BeK B KaKyr-HHOYIb

KpacoTy ...» An obvious difference in Garnett’s and Pevear/Volokhonsky’s translation of
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this sentence is in the phrase “Some Beauty” for “Some beautiful thing.” The word

«KpacoTay is a noun that means “beauty. ” In English the word “beautiful” is more often
used instead of its noun form; when the noun “beauty” is used in English it often refers to
a beautiful woman, which in Russian would be the equivalent of the word «xpacaBuria.
As such, Garnett’s translation, “A man will fall in love with some beauty” reads as
though it is a direct reference to a beautiful woman, perhaps Grushenka herself. Her
translation into English highlights the idea that the abstract idea of beauty is intricately
tied up with a individual woman (instead of, say, the beauty of nature, or God).

Pevear and Volokhonsky’s translation of the sentence is “a man falls in love with

some beautiful thing” does not as much connect with an individual person explicitly as

Garnett. Pevear/Volokhonsky’s choice to use the phrase “thing” weakens the relationship

of «kpacoray to an individual woman. The inclusion of the word thing also parallels the
next part of the sentence, which Pevear /Volokhonsky translate as *“ Or even just one part
of a women’s body” (emphasis mine). The inclusion of the phrase “just one” in Pevear/
Volokhonsky’s translation - which is missing in Garnett’s - underscores the idea that
specific parts on a woman constitute the woman herself. Grushenka is clearly on

Rakitin’s mind when he makes this little speech to Alyosha, but Garnett frames the
conversation so that Rakitin more directly references Grushenka as the source, wheareas
Pevear/Volokhonsky are more focused on the speech as a moment for Rakitin to make a
more polemical and philosophical observation about the nature of «kpacota».

In reference to the “part” of a woman’s body, Rakitin then says, «3T0

ClIaiocTpacHUK MoxkeT MoHATH». The idea of the “camocTpacHuk™ is an important one
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for the novel, and in many of Dostoevsky’s other texts as well. The word is usually
translated as “sensualist” into English, but “sensualist” does not fully capture the same

sentiment. In English, «sensualist» comes from the word, «sensual» which most often

means “Of or pertaining to the senses or physical sensation” (OED). Sensuality does not
necessarily have negative connotations, and can be regarded in a positive or even neutral

manner. «CnagoctpacHuk» on the other hand, definitely has negative connotations; the

word comes from the Russian word for “sweet” (cnaakuii) and “passion,” (CTpacTHOCTB).
The connection between “sweetness” and moral turpitude is common, and often in 7he
Brothers Karamazov words and descriptions relating to “sweetness” can be a clue that a
certain character is sexually promiscuous.

In English there are not the same connotations between “sweetness” and “moral
decline” so any translation of «cnamoctpacHuk» that might want to incorporate the
language relating to sweetness will inevitably confront a different cultural context. If one
were to translate «CnagocrpacHEK» as “man who loves sugary things”' it would sound 1)

sound clumsy and wordy given how frequently Dostoevsky uses it, and 2) not have the

same negative impact on an English-speaking audience, who tend to associate

“sweetness” with innocence and niceness.
Next, Rakitin lists off the dramatic changes that happen to a man in love. He says,

«TO U OTAACT 3a HEC COOCTBEHHBIX I[eTefI, npoaacT OoTHa U MarThb, Poccuro u oreuecTBo.»

"I say ‘man’ because «Cnamacpacuui» » literally refers to a man — there could be another
word, « Cnagacpacauia» that would mean “woman sensualist” but it sounds awkward.
There are other words in Russian to describe a women with similar characteristics, like
«pacryTHUIa » and « TPENTHULIA.»
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Garnett translates this phrase as, “and he’ll abandon his own children for her, sell his
father and mother, and his country, Russia, too.” Pevear/Volokhonsky translate it as
“...and is ready to give his own children for it, to sell his father and mother, Russia and
his native land. ” An obvious difference in their translation is in the way they interpret
the pronoun, «aee». Pevear /Volokhonsky translate the pronoun as “it” and Garnett

translates it as “her.” Grammatically both are correct, and it is just as likely that

Dostoevsky meant for «nee» to refer to «xkpacoray as for «kenuuna.» However, when
translated to English, there is no way to express an object as gendered masculine or
feminine, and the translators had to make a decision.

Another other big difference between the two translations is in the word

«otmact.» In this phrase, Garnett translates «otmact» as «abandon» wheareas
Pevear/Volokhonsky translate this word as “to give.” «Otmacr» literally breaks down
into the suffix «or» which usually implies «going away» from something, and «gaTh»
which means “to give.” Pevear /Volokhonsky decided to incorporate the English phrase
“to give away” in place of «otmact» (they truncated the phrase into just “to give” but
English speakers would understand this use of it). Even though Garnett’s word
“abandon” is not linguistically related to «otmact it evokes a specific image of
“children” that Rakitin claims a man in love would leave behind. In English “giving
away” something can be good, but “abandoning” something almost always refers to a
negative action that one person inflicts upon another. Even though there is no mention of

Grushenka, Katerina or feminine sexuality, the way that Garnett chooses to translate the

word «otnact» shows how she is consistent in her idea that Rakitin directly speaks about
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a set of events that has happened or will happen to a person. Pevear/Volokhonsky, on the
other hand, interpret Rakitin’s speech more as a polemic about a man obsessed with a
woman..

Next, Rakitin claims that when a man falls in love he might abandon/give away

«Poccuro u oreuectBo» which, in Pevear/Volokhonsky’s text reads, “Russia and his
native land,” but in Garnett’s translation, reads “his country, Russia, too.” In the original,
«Poccus» and «oredyecTBo» are two separate words. However, Garnett’s translation
makes more sense if you believe that Rakitin’s speaks about a specific Russian man in a
specific circumstance, perhaps Dmitri. Pevear and Volokhonsky, on the other hand,

make «oTedecTtBo» something more general that can apply to people from other lands
and countries besides Russia. Again, we see how Pevear/Volokhonsky think of Rakitin's

speech not necessarily in terms of Dmitri's particular situation, but instead as something
broader.

Next, Rakitin goes on to list a series of attributes that change a man when he
becomes obsessed. He starts saying, «0ymyun kpoTok — 3apexeT» The word «kpoTok» 1is
translated by Garnett as “humane” and by Pevear/Volokhonsky as “meek” but in Russian
it has a connotation that neither of these words quite convey. «Kpotok», the diminutive
form of «xpomocT» is the admirable character trait of being offended at something, but
not acting out on it in a violent way. The English phrase “to turn the other cheek” comes
to mind. It is not necessarily “meek” because meekness implies fragility, whereas

«KPOTOKY 1S a strong, positive quality. It is also not necessarily “humane” which would

more directly be translated as «uenoBeuHubli» or «rymanHubI». Like «crmazacTpacHUK
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the idea of « kpomoct » is a common theme in Dostoevsky's texts, although unlike
«cmamactpacHUk» it is applied to Dostoevsky's most virtuous characters.

Pevear/Volokhonsky's translation of Rakitin's speech sounds more polemical than
Garnett's, and as such, it also sounds more vulgar. Instead of recalling the specific,

individual characteristics of one person like Katerina or Grushenka ( as Garnett's

translation implies) Rakitin generalizes about women, and it leaves out a nuanced portrait

of one person in favor of a vague idea of it.
In The Brothers Karamazov Rakitin is not a positive character. He is portrayed as
boorish, stingy and untrustworthy. I thought that Pevear and Volokhonsky's translation

made these aspects of his character all the more pronounced. It is also important to note

that Rakitin makes this speech to Alyosha, Dostoevsky's most saintly character in the
novel. By placing Alyosha and Rakitin together in this context Dostoevsky highlights

their differing character traits.

The Two Together (O6e Bmecte)

The chapter “The Two Together” « O6e Bmecte is first time readers encounter
Grushenka firsthand. As I’ve tried to convey, Katerina serves as a foil to Grushenka, and
they are both in competition for the same man—Dmitri— but use different methods to
win him over. Dmitri is attracted to Katerina because of her singular devotion to him
despite his wrongdoings to her, and he is attracted to Grushenka because she is dangerous

and represents a physical kind of pleasure. When Alyosha sees Grushenka for the

first time it is a surprise. The following passage is his initial reaction to her.
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Here she was, that awful woman, the “beast” as Ivan had called her half an hour
before. And yet one would have thought the creature standing before [ Alyosha]

most simple and ordinary, a good-natured, kind woman, handsome certainly, but

so like other handsome ordinary woman! It is true she was very, very, good
looking with that Russian beauty so passionately loved by many men. She was a
rather tall woman, though a littler shorter than Katerina Ivanovna, who was
exceptionally tall. She had a full figure, with a soft, as it were, noiseless
movements, softened to a peculiar over-sweetness, like her voice. She moved, not
like Katerina Ivanovna, with a vigorous, bold step, but noiselessly...The light in
her eyes gladdened the soul- Alyosha felt that. There was something else in her
which he could not understand, or would not have been able to define, and which
yet perhaps unconsciously affected him. It was that softness, that voluptuousness
of her bodily movements, that catlike noiselessness.

( Garnett 154-155)

PEVEAR/VOLOKHONSKY

Here she was, that terrible woman that “beast” as his brother Ivan had let
slip half an hour earlier. And yet before [Alyosha] stood, what seemed, at

first glance, to be a most ordinary and simple being - a kind, nice woman;
beautiful, yes, but so much like all other beautiful but “ordinary” women!

It’s true that she was very good looking indeed — with that Russian beauty
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loved so passionately by so many. She was a rather tall woman, slightly

shorter, however, than Katerina Ivanovna (who was exceptionally tall),
plump with a soft, even, as it were, inaudible way of moving her body, and

delicate as well, as though it were some sort of sugary confection, like her
voice. She came up not like Katerina Ivanovna, with strong, cheerful

strides, but, on the contrary, inaudibly...(147)
This passage exemplifies Dostoevsky’s multivoicedness and his ability to interweave
different people’s opinions together in the same space. In the same paragraph he conveys
Alyosha’s sentiments upon seeing Grushenka, Ivan’s impression of Grushenka as a
“beast,” and the narrator’s comments.

Both Garnett and Pevear/Volokhonsky translate the first sentence of this excerpt
similarly, with only a few differences. The first difference in the two translations is the
translation of the word «yxacnasi», which Garnett translates as “awful” and
Pevear/Volokhonsky translate as “terrible.” Both translations accurately convey the idea
of «yxacusri» which in English can alternatively mean “terrible,” “awful” or “horrible.”

The way this word is used in English and Russian in other contexts is similar as well; in

both languages it is common to use these words to exaggerate a point, like “He’s terribly

rich” or, “he’s awfully rich,” the Russian equivalent of «oH yxac kakoit Gorarbrii». Next
the two translators differ on the verb «BeipBanoce». Garnett simply translates this as
“called,” and Pevear/Volokhonsky take it to mean “let slip.” In Russian, «BsipBamocs»

literally means “to accidentally say something.” Garnett’s translation does not take into

account the accidental quality that the word «BbIpBanoce» has, and Pevear and

23



Volkhonsky's use of the phrase “to let slip” more accurately gets the spirit of the word.

Garnett's translation, on the other hand, emphasizes Ivan's negative attitude towards

Grushenka, which makes Alyosha's next few observations of her pleasant appearance all

the more surprising and striking.

Alyosha does not see Grushenka as a «3Bepb» (beast). « omHOKO *ke, mpe HUM

CTOSUIO, Ka3aJl0Ch OblI, caMOe OOBIKHOBEHHOE M ITPOCTOE CYIIECTBO Ha B3riaam». The
syntax in Russian would not make sense in English if translated in the same order. This is
particularly relevent in the phrase «ua B3rmaa» (“on first glance”) that is placed at the

end of the sentence in Russian, but in the center of the sentence in Pevear/Volkhonsky's
translation. Garnett leaves out the «na B3rnaa» in her translation altogether.

The translators differ in their interpretation of the word «cymectBo» which
Garnett translates as “creature” and Pevear/Volokhonsky translate as “being.” The word
«cymecTBoy is related to the verb «cymectBoBate» which means “to “to create” or “to
exist,” as well as the noun «cymecrBoBanue» which means “existence.” In English there

is a connection between “create” and “creature,” a similarity that parallels the Russian
words of «cymectBo» and «cymectBoBaTth». Although the word “creature” in English
definitely has a meaning akin to “being” often times when one speaks of a “creature” it is

something more akin to the Russian «3Bepb». Usually, people are not characterized as
“creatures” and instead it recalls a certain animals or beasts. In this way, Garnett’s
translation of «cymectBo» as “creature” seems a direct reference to Ivan’s statement that

Grushenka was a “beast.” Pevear/Volokhonsky’s translation of «cymectBo» as “being”
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relates more to the metaphysical connotations about existence than to the particular image
of an animal or beast.

Constance Garnett translates the word «kpacusas» as “handsome” and
Pevear/Volokhonsky translate it as “beautiful.” Usually, «kpacuBas» is translated as

“beautiful,” and comes from the same family of words as «xpacoray», the word I

analyzed in the first excerpt of this section. Nowadays, in English, the word

“handsome” usually refers to a masculine beauty, and not femininity. However, in
Garnett’s time “handsome” had different connotations that could be used to apply to
women.

Next, Garnett translates the phrase «I[IpaBaa, xopoias ona 6bU1a O4€Hb, OYEHBb
naxe» as “it is true she was very, very, good looking.” Like in the Russian text, Garnett

repeats the word for “very” (ouenp) twice to emphasize the point. Her translation does
not take into account the word «z1axe» which is an even stronger way to emphasize a
point than «ouen». Pevear and Volokhonsky do not repeat the word for “very” and

instead use the word “indeed,” which may account for the «1axe» but clearly leaves out
one «ouyen». They say, “It’s true that she was very good looking indeed.” I do not think

either translator gets the full sense of the meaning, because Garnett does not take into

account «naxe» and Pevear and Volokhonsky do not mention the other «ouen» that is
clearly in the text.

I found it interesting that both translators interpret the next part using the word
“with.” She was very, very good looking “with that Russian beauty so passionately loved

by men” in Garnett’s interpretation, and “with that Russian beauty loved so passionately
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by so many” in Pevear/Volokhonsky. The inclusion of the word “with” ( «c» in Russian)

(P2

instead of “a” or “the” makes it seem as though the narrator directly references a person
who has certain attributes, instead of an abstract concept. In the original, Dostoevsky
simply says «Pycckas Kpacora»,which I read more as an abstract concept of “Russian

beauty” that is not necessarily tied to a particular «kpacaBuma» but instead with a more

theoretical idea of “Russian beauty” in general,.

The word «xopomasy» is also interesting in this context. It broadly translates in
English to “good” and so the fact that both Pevear/Volokhonsky and Garnett translated
that section to “good looking” is close to the original linguistically.

The next part, «tak MHOTaMu 710 cTpacTu Jrodumasy is translated by Garnett as

“So passionately loved by many men” and by Pevear/Volokhonsky as “loved
passionately by so many.” Both translators incorporate the word “passionately” and
“loved” which is a close match to the «1o0 crpactu mobumas» However, they differ in
their translation of «maoramu » which literally means “many.” Pevear/Volokhonsky keep

this original sense of the word, whereas Garnett chooses to exaggerate how Grushenka is

loved by men. In doing this she plays up Grushenka’s sensual characteristics.
The narrator then begins to compare Grushenka to Katerina Ivanovna. The

narrator first compares their respective heights, saying «310 65110 T10BOJIBHO BBICOKOTO
pocTa KeHILMHA, He CKOJIbKO MOHMXKe, ojiHaKko, Katepunbl MIBaHOBHEI (Ta ObLa yike

COBCEM BBICOKOTO pocTa)». The concept of «pocta» does not directly translate to “height”

and can also mean “growth” or “increase.” When paired with «Beicokuii» however, it

takes on the connotation of “height.” The two translations of this sentence are very
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similar, with Garnett’s translation of “She was a rather tall woman, though a littler shorter
than Katerina Ivanovna, who was exceptionally tall” and Pevear/Volokhonsky translation

of «She was a rather tall woman, slightly shorter, however, than Katerina Ivanovna
(who was exceptionally tall).”” The main difference in their translation is that Garnett
chose not to place «ra Obl1a y’ke coBceM BBICOKOTO pocTay in parenthesis and instead put

the phrase after a comma. In making this choice, Garnett makes Katerina’s height a more
important issue and not solely an afterthought. The original is clearly stated in
parenthesis, but perhaps Garnett wanted to emphasize Katerina’s height because it is a

symbol for her pride and how much “above” Grushenka she is. Characters throughout
the book often call Grushenka « «momnas» which has connotations of being “low” and
“base,” and Garnett may have wanted to accentuate the fact that Katerina is morally
“above” Grushenka, highlighting this key physical difference between the two women.
Next the narrator describes more physical features of Grushenka, claiming that
she 1s «moaHas ¢ MATKMMHM Kak Obl HECIBIIIHBEIMY JaKe ABHKeHnaMHu Tejia» which
Garnett translates as “She had a full figure, with soft, as it were, noiseless movements”

and Pevear and Volokhonsky translate to as “Plump, with a soft, even, as it were,
inaudible way of moving her body.” Both these translations get to the main idea, but the

sounds of the words in Russian have an onomonpaeic quality that does not directly
translate into English. In Russian the succession of the words «HecTBIITHBIME 1K€

NIBIDKEHHaMNy create an assonance of the «ox» and «» sounds which evoke a sense of

quietness or whispering. In Russian I felt like I could almost hear Grushenka’s
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movements as I read these words, an effect that does not translate into the English

versions.

Summary and Conclusion

In this paper I’ve tried to convey different aspects of Dostoevsky’s The Brothers
Karamazov as it follows Bakhtin’s idea of the polyphonic narrative, which greatly
resembles Hegel’s idea of dialectic. Both Dostoevsky and Hegel strive to make
“opposing” ideologies come together in a space of synthesis. Bakhtin pointed out that
Dostoevsky is mostly concerned with a certain “social world” and as such his “synthesis”
between opposing characters occurs is the resulting plotline and character developments.
Despite the differences between Hegel as a philosopher and Dostoevsky as a novelist, it
is important to recognize that Hegel’s model of dialectic is applicable to Dostoevsky’s
writing. One reason is that the polyphonic novel (that Dostoevsky’s created) can be
viewed as similar to a totalizing system like Hegel’s dialectic, but also because
Dostoevsky himself admitted Hegel’s importance to him, saying his “whole future” was
caught up with Hegel’s texts.

The characters of Katerina and Grushenka from The Brothers Karamazov offer
good examples of Dostoevsky’s use of polyphony because they represent diametrically
opposing ideas of Russian female sensuality that come together in a dialectical manner in
the chapter “The Two Together.” Dostoevsky uses their contradictory personalities to
make a larger comment about the complexity of Russian ideals of beauty. Translators of

Dostoevsky’s texts into English must face another dimension of polyphony because they
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have to bridge a barrier of language and culture, while retaining Dostoevsky’s mutivoiced
writing style. I did a detailed analysis of two excerpts that revealed the types of choices
translators have to make in order to create a new vision of the novel.
Pevear/Volokhonsky and Garnett approached The Brothers Karmazov from very different
angles, and their analysis showed certain assumptions they had to make about the
characters.

Bakhtin quoted Grossman who claimed that Dostoevsky, «[combined]
philosophical confessions with criminal adventures in a single artistic creation, [and
included] a religious drama in the plot of a vulgar story...Dostoevsky merges opposites
in spite of the age-old traditions...» (11).

Dostoevsky merged together opposing philosophies, some of which may be
considered vulgar or evil, and others which may be considered religious or good.
Regardless, they were both necessary for his novelistic vision, which strove to merge
these oppositions into a «higher unity» of the polyphonic novel-—a process akin to
Hegelian dialectic.

On first glance, it may appear that Dostoevsky valorizes evildoing because of the
frequency with which it shows up in his characters; however, this is a superficial reading.
To look exclusively at Dostoevsky's character's «evil» actions does not take into account
their context as one part in the system of the polyphonic narrative. The polyphonic
narrative inherantly seeks to merge contradictions, and create a higher unity that can
account for a multifaceted and multidimensional existence. That is precisely where the

strength of the polyphonic narrative lies, and a far cry from something prurient or vulgar.
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Appendices

Excerpt 1: Tyt BioOHUTCS 4eTOBEK B KaKyIO-HHOYIb KPacoTy, B TEJIO KEHCKOE, HITU
Jla’ke TOJIKO B YaCTh OJIHY TeJIa )KEHCKOTO (3TO CIalaCTPACHUK MOXKET MOHSATH), TO U
OTAACT 3a Hee COOCTBEHHBIX JETEH, MPoaacT oTua U Math, Poccuto u oreuecTBo; Oyauyu

YeCTeH, MOWIET U YKpaseT; OyIyud KpOTOK — 3apexeT, Oyayun BepeH” — u3MeHut (101)

Excerpt 2. Bot oHa, 3Ta y)xacHas *EHILIMHA — «3BEPb» KaK Iojlyaca Ha3aJl BbIPBajIOCh

npo Hee y Opara MBana. 1 ojHOKO ke, Ipe]] HUM CTOSII0, Ka3aJIoCh OBbI, caMmoe

OOBIKHOBEHHOE M IIPOCTOE CYIIECTBO HA B3IIIA[, - 100past, MUJIas, MOJIOKUM KpacuBasi,
HO TaK I0XO0Xasi Ha BCEX JIPYTrUX KpacuBUX, HO «0ObIKHOBEeHHOE» keHIIMH! [IpaBaa,

Xopolasi OHa OblJIa OYCHb, OYEHB JIAXKE — PYCCKas KpacoTa, TaK MHOTUMHU JIO CTPACTH
mobumasi. 1o OblIa JOBOJIBHO BRICOKOTO POCTA KEHIIMHA, TIOJTHAS ¢ MATKUMH KakK ObI

HCCJIBIINIHBIMHA JaXXC ABMXXCHHUAMM TCJIa, KaK OBI TOXKE U3HEKECHHBIMHU JI0 KaKOM-TO

0COOCHHOM ClalaBoii BBIETKH, Kak U rojoc ee...(185)
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