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Donna Orwin’s «CrefcTBus caMooco3Hanus: Typrenes, [locroeBckuii, Ton-
croit» [OpBuH 2022] is a strikingly timely book. It might seem odd to say
so about a Russian-language translation of a monograph that first appeared
fifteen years ago as «Consequences of Consciousness: Turgenev, Dostoevsky,
and Tolstoy» [Orwin 2007]. Yet Orwin’s meticulously researched and
persuasive account of the works of these three “psychological realists”
reminds us — at a time when we're inclined to forget it — of the mutually
formative cultural relationship among Russia, Europe, and North America.
Orwin begins her account of the leading figures of psychological realism
somewhat obliquely. She invokes Oliver Sacks, renowned British-American
neurologist and writer, who acknowledged his intellectual debt to Soviet
neuropsychologist Alexander Luria. Luria, in turn, noted the influence of
William James, who himself confessed to learning much from Leo Tolstoy.
Tolstoy’s ideas about psychic life, as Orwin demonstrates throughout her
study, developed in close dialogue with his contemporaries Turgenev and
Dostoevsky. And all three, of course, reckoned not only with their Russian
predecessors but also with the European philosophical and literary tradition
from Plato to Descartes, Goethe, and Rousseau. «CiencTBus caMoOOCO3Ha-
Hust...» demonstrates that the works of Turgenev, Dostoevsky, and Tolstoy
represent one moment (but a crucial one) in an ongoing dialogue between
Russia and the West. As Orwin shows, Russian and Western ideas about the
self and its relationship to reason, faith, language, community, and so on, are
products of a transnational discourse.

While underscoring these cross-cultural entanglements, Orwin remains
attentive to national specificity. Her first chapter traces how the Russian
literary tradition became specially invested in rendering self-consciousness.
After briefly mentioning the role of Petrine reforms in transforming Russian
society, Orwin turns to Karamzin, Pushkin, and Lermontov to describe
the genesis of Russian psychological prose, which she defines, in part, by
its interest in subjectivity. Subjectivity for Orwin is the inner life of an
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individual: «ITop cy6'beKTMBHOCTBIO 51 IOHMMAIO SIBIEHMsI, KOTOPbIEe MUCTEP
Ipaprpaitiy (IoKa He IOMYYII 3aC/Ty>KeHHOE HaKa3aHye B poMaHe JIVIKKeH-
ca) He BOCIIPMHSI OBl KaK peasibHble: BHYTPEHHIO XXV3Hb U BHYTPEHHUIT
OIIBIT KaXK/Ioro MHAuBUAyyMa» [OpBuH 2022: 14]. Some readers might wish
for a more precise definition, but Orwin offers this initial, rather capacious
one in order to discuss in later chapters the narrower and more specific
definitions of each of her authors. Their distinct conceptions of subjectivity
put in relief what they all held in common: namely, that the self cannot exist
without others: «Y Tpex mucareneit <...> pasHbIil B3I7IAJ Ha 4elOBEYECKYIO
IPUPOAY, HO BCe OHM COIVIACHBI B TOM, YTO MHAVBUAYaNbHas fyIIa He CIIO-
co0Ha cymecTBOBaTh cama o cebe» [Opsun 2022: 319]. The individual is
not self-sufficient and must seek to understand herself through her relations.
Russian psychological prose illuminates how the individual experiences this
human condition.

«CrepicTBYA CaMOOCO3HaHMA. ..» turns first to the authors’ early works.
In chapters two, three, and four, Orwin looks at texts such as A Sportsmans

279



[IBa Bexa PyCCKOI KIMacCuKu
2022. Tom 4. Ne 4

Sketches, Poor Folk, and The Raid in order to tease out their distinct strategies
for rendering psychic life on the page. Later chapters offer close analysis of
more major works — e.g., Fathers and Children, Demons, Notes from the
House of the Dead, Anna Karenina, The Kreutzer Sonata — to demonstrate
the evolution of the authors’ strategies as well as their mature conceptions of
subjectivity. Chapters five, six, and seven focus on Turgenev and Dostoevsky,
chapters eight and nine on Dostoevsky and Tolstoy. But Turgenev lingers
in the last two chapters as a stoic foil to Tolstoy’s and Dostoevsky’s more
impassioned responses to the tragedy of the human condition.

In fact, it is Turgenev in many ways who takes center stage in Orwin’s
account. He established the standards of representation with which his
younger peers were forced to contend: «CoBpeMeHHVKY IpM3HABaIN IIep-
BeHCTBO TypreHeBa cpefiu TPOMX, IO KpaifHeil Mepe o mybmukanuy “Bo-
JIHBI U MMpa’, I0O9TOMY VIMEHHO OH yCTaHaB/IMBAJ B IIPO3e Te CTAH[APTHI,
KoTopbiM [JlocToeBckuit u TONCTOM OTKPBITO GpOCanu BBI3OB, a TAHO B
Oonblieit WK MeHblIel creneHn cnefgoBam» [Opsun 2022: 74]. Of these
three, Turgenev had the most robust philosophical education; he often
mediated the encounters of Tolstoy and Dostoevsky with Western literature
and thought. Orwin repeatedly stresses Turgenev’s significance in the
development of psychological realism.

In chapter two Orwin argues that Turgenev joined with Dostoevsky and
Tolstoy in a “romantic rebellion” against the Enlightenment’s apotheosis of
reason: «Tak »xe kak Jlocroesckuit n TorcToli, TypreHes ygacTBOBas B po-
MaHTU4YeCKOM OYHTe IPOTVB PallMOHAIMCTUICCKUX CXeM, K KOTOPBIM ObLIa
Tak O671arock/IoHHa snoxa IIpocsewennsi» [Opaun 2022: 81]. She highlights
Turgenev’s commitment to defending the individual and specific against
types and generalizations. Focusing her analysis on A Sportsman’s Sketches,
Orwin shows how the narrator’s expectations about people and places —
expectations shaped by stereotypes — are constantly subverted. But while
Turgenev elevates the individual subject, he demurs from rendering the
subject’s inner world: «O TOM, YTO AEICTBUTENBHO YYBCTBYIOT M [yMAIOT
€ro repou, MO>KHO TOIbKO CTPOMUTD IIPEIIONIOKEHN)A, HO TOYHO 3HATh 3TO
HEBO3MOXXHO — XOT TO, YTO OHM ITTyOOKO UyBCTBYIOT 1 MBIC/IAIT, HE BBI3bI-
BaeT coMHeHmI» [OpBuH 2022: 82]. Turgenev privileges detailed description
of outward behavior over psychological analysis: «[lss1 Typrenesa <...> daxr
sAB/sieTcs QyHJaMEeHTaTbHBIM UCXOTHBIM YC/IOBYMEM €ro MoTUKM» [OpBuH
2022: 68]. There are conceptual and formal reasons for this restraint. For
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Turgenev, an author’s psychological probing does not illuminate subjectivity
but only distorts it, and the most effective and elegant way to draw a
character’s inner life is through external description.

For Dostoevsky and Tolstoy psychological analysis both by the author
and by the characters themselves is indispensable for portraying subjectivity.
Orwin’s third chapter contests the often-repeated idea that Dostoevsky is
an author who absents himself from his texts. Psychological realism, she
explains, demands that authors are simultaneously absent and present.
They must be absent to the extent that they seek to render the inner world
of others. Yet in creating this inner world they inevitably draw on the only
psychic landscape to which they have immediate access — that is, their own.
How does Dostoevsky meet this challenge of his representation? Orwin
examines Dostoevsky’s strategies for obfuscating his authorial presence
through a reading of Poor Folk. Dostoevsky allows his characters to speak for
themselves, offering their own self-analysis, which is always partly true and
partly false: «Touka 3peHMsT KaXXOro “aToMa” YaCTUYHO BEpPHA, IOCKOJIbKY
“NCXOMUT U3 CepALia’, ¥ YaCTUYHO JIOXKHA, IOCKO/IbKY B OOJIbIIIeN CTeleHN
BBIpaXkaeT ocobeHHoe, yeM obee» [OpauH 2022: 90]. He thereby creates
what Bakhtin famously described as a polyphonic text, which contains
a multiplicity of voices each speaking his or her own truth. Yet as Orwin
observes, an authoring consciousness is required to hold all these voices and
(often contradictory) truths together: «ABTop y locTOeBCKOro X0OTs 1 MO-
JKeT OBITh CKPBIT, BCE K& HEOOXOAMM MJIsl YUTATeNIell B POIM IIOCPESHMKA
MeXny pasHbiMu romocamn» [Opsun 2022: 92]. In Dostoevsky, the reader
is invited to join the author in a process of reflection that surpasses the
capacities of any individual character. The author’s consciousness is nowhere
apparent, but it suffuses the text as a whole: «Cama nmpo6nema cyObeKTuB-
HOJI TIPeAB3ATOCTH M0O0r0 MHAMBMUAYYMa TpebyeT, 4To6bI aBTOP ObLI Bes-
JeCyIIUM, He KaK “poXKa COYMHUTENIS , HO KaK ero cepale, a IOTOM M yM.
B KOHeYHOM cyeTe MMEHHO €ro aBTOPCKOe CO3HaHMe CBA3BIBACT BOEIMHO
BeCb TEKCT U JeJlaeT €ro, BhIPaXKasich A3BIKOM TOTO BpeMEHM, ‘OpraHmde-
ckuM”» [OpBun 2022: 105]. It is hard to argue with Orwin that Dostoevsky
lurks somewhere in his texts, however obscurely. She offers a much-needed
corrective to readings that take the freedom of his characters too literally.
But one is left wondering to what extent Dostoevsky’s simultaneous absence
and presence in the text is a conscious artistic strategy. Is this ambiguity a
deliberate choice? Or is it rather that Dostoevsky’s ambition to withdraw
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from the text runs up against a stricture of the novel, perhaps of writing
itself? In other words, can one imagine a piece of writing from which the
author’s consciousness is truly absent?

In chapter four, Orwin turns to Tolstoy and his conflicting authorial
impulses. On the one hand, Tolstoy wished to capture the idiosyncrasies,
contradictions, and irrationalities of human psychology. On the other, he
had an irrepressible desire to generalize from his findings and arrive at
rational conclusions that might inform his ethics. Orwin focuses on the way
Plato and Turgenev help Tolstoy negotiate these contradictory drives. From
Plato, he learns to build his fictional worlds from the ground up and proceed
from detail to generalization: «B Hayane TBopueckoro nytu TorncToii ¢ 1e-
JIBIO TOCTVDKEHVISI XYH0XKeCTBEHHOI IIpaB/ibl yuucs y ItaToHa ToMy, Kak
VICTIONIb30BaTh IpaMaTNdecKoe JeICTBUE M >KM3HEHHbIe “‘peamnn” B Kade-
CTBe HeOOXOVIMOTO IOTIO/THEHNsI K aBTOPCKOT MbIcin» [OpBuH 2022: 128].
From Turgenev he learns to resist his own moralizing tendency: «Typrenes
IIOMOT €My OCBOOOAUTBCS OT TUPAHWUMU eAVMHON TOYKM 3PeHNs, KaKoil Obl
MOpanbHO yOenuTenbHol oHa Hu O6bia» [OpBun 2022: 129]. Orwin suggests
that in mature works like Anna Karenina Tolstoy finds a balance between his
poetic and moral objectives. He creates enough room for his characters to
express their subjective perspectives while retaining his aim of bringing the
reader around to his own point of view. By ending her chapter with Tolstoy’s
success in maintaining this delicate balance, Orwin gives the impression that
Tolstoy, under the tutelage of Plato and Turgenev, resolved his contradictory
impulses. But of course, as she would no doubt agree, Tolstoy continued
throughout his life to be pulled in opposite directions. And this struggle in
many ways defined his artistic practice.

The three chapters that follow (five, six, and seven) delve deeper into
Turgenev’s and Dostoevsky’s views on the nature of subjectivity, pointing out
what they had in common and where they diverged. The roots of Turgenev’s
art and thought, Orwin explains, are in romanticism. Central to Turgenev’s
poetics, from his early poetry to his great prose works, is the tragic longing
of the finite self to unite with the infinite universe: «Typrenes Hukorga nos-
HOCTBIO He OTCTYIA/ OT 3TOJ pPOMaHTM4YecKoil Bepbl. OH BCerga CumTal
“carymo Tocky” (Sehnsucht), crpemienue k cmsHuIo co BeeM opamM ns
6/1arOpOIHeNIINX Ye/IoBeYeCKMX KadecTB. Takoe CTpeMJIeHNe BO3HMKAeT
KaK CJIefCTBUE TParudeckoil OrpaHMYeHHOCTY M000r0 MHIVMBULYaJIbHO-
ro cymecrBoBanusA» [Opsun 2022: 142]. Turgenev shared Romanticism’s
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wariness of reason, regarding it as an obstacle to the individual’s longing for
communion with nature and other people. In Andrey Kolosov, Orwin argues,
Turgenev resolves the formal challenge of depicting this human striving for
wholeness through the effective use of a frame narrative. Turgenev’s hero,
Andrey, embodies the romantic ideal of a spontaneous self that is unspoiled
by reason and the self-reflective gaze. As such, Andrey cannot tell his own
story while remaining within it. Turgenev therefore employs a frame narrator
who steps out of the flow of his own life in order to reflect on it: «Pacckazuuk
B OOJIbIIIElT CTENIeH ) M3/IaraeT CBOIO ICTOPHIO, YeM XXIBeT BHYyTpu Hee» [Op-
BuH 2022: 165]. Schiller’s categories of the “naive” and “sentimental” might
be applied respectively to Turgenev’s hero Andrey and to his narrator, Orwin
suggests. As readers, we share the “sentimental” position of the narrator,
partaking of his desire for a wholeness that is out of reach for the modern
person engaged in self-reflection. This elegiac quality of Turgenev’s art had
greater appeal in the 19" century than in the 20™, a fact that helps explain
the waning interest of later readers. But «Crnedcmeust camoocosHanus...»
makes a powerful case that it would be a mistake to neglect Turgenev in the
development of psychological realism.

Orwin next turns her attention to the dialogue between Dostoevsky
and Turgenev. She identifies their points of disagreement and analyzes
Dostoevsky’s complex response to his contemporary. In Demons, Dostoevsky
satirizes Turgenev in the character of Semyon Yegorovich Karmazinov.
Orwin cautions that this caricature should not be read as an indictment
of Turgenev or a rejection of his thought: «YmMHBI1, HO MMIIEHHBI TT033VM
KapMmas3uHOB cTaHOBUTCA KapuKaTypoil Ha TypreHeBa, a He 0O'bEKTMBHBIM
HOPTPETOM IMCaTeNsA, KOTOPOro JJOCTOeBCKMIT yBaXkal Ha MPOTSKEHUM
Bceit xusHm» [OpsuH 2022: 191]. Dostoevsky parodies Turgenev’s politics
and his personal traits, but at the same time respects and even relies on his
artistic innovations: «[loCTO€BCKUIT M3BNIEKAET MOIb3y U3 JIyYLINX JINTEPa-
TYPHBIX IpousBefeHuil Typrenesa, faxke korga B “Becax” ero oxapukary-
puBaeT u ockopbsieT Kak MMIHOCTb» [OpBuH 2022: 194]. (Dostoevsky, we
might mention, receives his comeuppance in the form of similar treatment
by Vladimir Nabokov.) Reading the various ways Turgenev is present in
Demons, Orwin illuminates the ideological and artistic disagreements
that lurked well beneath the surface-level caricature. For all his attention
to the limits of reason, Turgenev continued to regard it as the bedrock of
our freedom and our humanity. For Dostoevsky, in contrast, our freedom
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and our humanity depend not on reason but on the will. Consequently,
the two brought fundamentally different assumptions and anxieties to the
task of rendering subjectivity. Turgenev, as Orwin explains, scrutinized the
strictures of dogma, whereas Dostoevsky worried about what binds our will.

After giving her reader a clearer sense of Dostoevsky’s philosophical
presumptions and concerns, Orwin returns to the question of form. She
analyzes Notes from the House of the Dead to describe how self-reflection
(of the author and of his characters) functions in psychological realism.
She underscores the inescapability of the autobiographical and the need for
authorial self-reflection: «CtpemsAmuyics K HOQIMHHOMY HOHMMAaHUIO Y U30-
OpakeHMIO YelOBeKa, He MOT €ro JOCTUTHYTb TO/IBKO HOCPEACTBOM 3MIIN-
pudeckoro Habmonenus. IIncareno Heo6XORAMMa CIIOCOOHOCTD K pedriek-
CUM, C TIOMOIIIBIO KOTOPOJ OH MOXKET KaK JIMYHO MEePEXUTh BCe BO3MOXKHOE
IVIS 4eloBeKa, TaK M OCMBICIUTD Ilepexxutoe» [Opsun 2022: 209]. Orwin
shows us how Dostoevsky grapples with this demand in Notes from the House
of the Dead. There he has a dual aim: to depict with nuance and sympathy the
prisoners he met in Siberia, and to describe a journey of individual spiritual
transformation. In painting his narrator’s encounters with other prisoners,
Dostoevsky points up the limits of our ability to think and feel ourselves
into the inner lives of other people. In rendering his characters’ confessions,
Dostoevsky underscores the distortions of our reflections on ourselves. Notes
from the House of the Dead thus queries our capacity to faithfully render
either other people or ourselves. Orwin reminds us that while Dostoevsky
went farther than Turgenev in his efforts to depict from within the psychic
lives of others, he did not believe they could ever come fully into view:
«Kak n TypreHeB — u Bompeku MHeHuio o HeM TypreHesa, — JlocToes-
CKIIT He YTBEPX[AeT, YTO CIOCOOEH MOMTHOCTBIO OCBETUTH BHYTPEHHIOK
XM3Hb APyrux <..> HecMOTps Ha €ro CIOCOGHOCTb NMPOHMKHOBEHUS B
qy>KHe OYLIM, 9y>Kas CyObeKTMBHOCTb B KOHEYHOM CYeTe OCTAETCS B €ro
npose TaiiHoi» [OpBun 2022: 235]. Orwin thereby points out something
perpetually overlooked in studies of psychological realism — namely, its
ultimate reverence for the mystery that is another person’s inner life.

One mysterious corner of psychic life that has a tremendous significance
for all three authors is the experience of childhood. All three agreed with
Jean-Jacque Rousseau that children are inherently virtuous: «Kak creny-
eT U3 IpefbIAYyIVX I71aB, Pycco okasal 3HauMTeNbHOE BIMSAHUE Ha BCeX
TpeX aBTOPOB, IVIABHBIX I'€POEB 9TOM KHUIU. Bce Tpoe Bepuiu B IpUpPOS-
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HYI0 J0OpofeTenbHOCTD feteit» [OpBun 2022: 248]. In Dostoevsky and
Tolstoy, the transition from childhood to adulthood becomes a dominant
theme. Orwin teases out the subtle but important distinctions in how these
two authors drew children. Tolstoy is well known for his idealized portraits
of children, starting with his debut novel, Childhood. Children in Tolstoy
possess a happiness and authenticity that is lost in the process of maturation,
especially during the discovery of sexuality. Dostoevsky, in contrast, offers
few portraits of happy children — children untouched by the depraved adult
world. But it is Dostoevsky, Orwin argues, who holds childhood in higher
esteem. Tolstoy’s portraits of childhood do not exclude egoism. It is simply
that children do not differentiate themselves from those around them, so
their self-love extends to others. Dostoevsky, on the other hand, perceives
the child’s love as selfless. In childhood we experience a spiritual state that
excludes egoism, and this experience can later nourish the adult self and
become a source of goodness: «Bomnpeku, ka3anoch Obl, HAIIM O>KUIAHNAM,
Hocroescknii 6omnbire, yeM TocTOl, BEpUT B YKOPEHEHHOCTDb BO B3POCTION
JKV3HU HEBVHHOI, 6€CKOPBICTHON, IeTCKOM 0681, [IpudnHa B TOM, Kak s
OBl IPeANIONOXIIA, YTO I [l0CTOeBCKOro oOpOTa eTCTBA BBIIIIE, YMIILE,
4eM /M060€ UeoBeYecKoe Ka4ecTBO, KOTOPOe MpPefcTaB/sIoch ToncTomy»
[OpBuH 2022: 277]. Tolstoy and Dostoevsky each offer characters who even
in their adult life can approximate the spiritual heights of childhood. But this
capacity is elusive, and for most people the vestiges of childhood’s exalted
spiritual state are not enough to resist the (often pernicious) passions of
adulthood.

The final chapter of «Cnedcmeus camoocosuanus...» considers the
depiction of evil. Orwin traces the hidden dialogue between Dostoevsky and
Tolstoy on the nature of evil, and contends that each distinguished between
two kinds: evil as an unintended consequence of egoism, and intentional,
premeditated evil. The first kind is a byproduct of the force of “human
vitality,;” which can overwhelm reason and conscience: «Typrenes, [lo-
croeBckumit 1 TONCTOI MOPasUIN U Y>KaCHYIM BUKTOPMAHCKUX YMTaTeNel
M300pa’KeHNeM CUIBL YeTOBeYeCKOll BUTA/TIBHOCTH, CIIOCOOHOI OBafeTh
PasyMOM U COBECTBIO Ja)ke XOPOLIETO Ye/I0BeKa, KaK MY>XUMHBI, TaK V1 KeH-
mwmHb» [OpBuH 2022: 314]. Tolstoy’s The Kreutzer Sonata demonstrates how
one can become possessed by evil passions to such an extent that one can be
aware of one’s crimes and yet powerless to stop them; self-reflexivity can be
a counterweight to dangerous passions but not enough to prevent immoral
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action. Dostoevsky’s works take a further step by asking what happens when
self-reflexivity does not serve even this function, and instead becomes an
accomplice to criminal passions: «Ho 4T0, eciiu camocosHaroliee “s” pasBpa-
IEHO ¥ CTAJI0 COYYaCTHUKOM IOOY>KIEHMUI, KOTOPBIM HO/DKHO IIPOTHUBO-
6opctBoBaTh?» [OpBuH 2022: 304]. Orwin argues that, in the end, Turgenev,
Dostoevsky, and Tolstoy converge on the idea that evil is a consequence of
our tragic human condition: of our awareness of our own finitude. Since
they located the source of evil in our shared predicament, all three — to the
consternation of readers past and present — expressed sympathy for even the
most immoral characters and sought to find in them traces of conscience.

Orwins «Credcmeusi camooco3Hanus...» presents its readers with a
comprehensive account of the cultural-philosophical circumstances that
gave rise to Russian psychological realism. It offers innovative readings of
key fictional texts that demonstrate the dialogue among their authors. It
clarifies subtle but important differences in how Turgenev, Dostoevsky,
and Tolstoy approached similar themes. Finally, in her conclusion, Orwin
turns her attention to a question that confronts every generation of readers:
Why do we continue to read these works? The great contribution of Russian
psychological realism, she contends, is that it strengthens the authority of
individual experience while underscoring that the individual is not self-
sufficient: «BnusHMe pycckoil ICHMXONTOINYECKON IPO3bl Ha MUPOBYIO JIU-
TepPaTypy BBIPAsMIOCh B IIEPBYIO OUYEPENb B YKPEIIEHUN aBTOPUTETA VH-
AUBUJYaIbHOTO rojoca cydbekra <..> Bce Tpoe <aBTOpPOB> COIVIACHBI B
HOHVMMAaHUY ee <UHAVMBUMYAJIbHOI AYIIN> PajKaIbHOI HEIONTHOTHI, He-
LIe/IOCTHOCT ¥ BBITEKAIOLIVX M3 9TOTO ee MOTPeOHOCTEN U CTpeMIeHMII»
[OpBuH 2022: 318-319]. We sense our incompleteness, long for wholeness,
and strive for communion with others. Orwin suggest that these authors
offer us something deeply desirable: a search for moral principles that might
help us transcend individualism yet still maintain respect for the individual.
One might wish (even at the end of a long and exacting tome) that Orwin
had dwelled for a moment longer on this thought, and more generally on
the implications of looking for moral guidance in 19"-century fiction.
Nonetheless, we are well prepared to accept her assessment, and to agree
that readers forgive the didactic excesses of the great realists because their
moral conclusions are finally always provisional; all three evince a deep
appreciation for the limits of our capacity to think and feel our way into the
inner lives of others.
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