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The word stenography is of Greek origin (στενός ‘narrow, compact’ and γράφω 
‘to write’). This is the name of fast handwriting made by means of special signs 
and acronyms, permitting a person to listen to oral speech and record it simulta-
neously, and also to improve writing techniques. 

Stenography is often taken for steganography, created when the first personal 
computers appeared (from Greek στεγανός ‘covered, concealed, or protected’ and 
γράφω ‘to write’), a way of secret conveyance of information by means of keeping 
the fact of communication secret. At the moment, the latter one is widely in use 
and studied all over the world (linguistic, digital, network steganography, etc.) 
whereas, in contrast, stenography in the age of technological progress is essential 
for only few number of people and became a “dying art” (SUMMERS 2011). Two 
centuries ago, being in fact a “photo” of true speech, stenography caused a revo-
lution in the world but its history did not last forever… 

Having appeared in Ancient Egypt, stenography is already more than 2,000 
years of age. However, the first public use of stenography in history occurred in 
63 B.C. in Ancient Rome. Then, the Senate in Sessions used “Tironian notes” in-
vented by Tiro, a personal assistant of the orator Cicero. It was back in the 17th 
century that the symbolic, word or syllabic stenographic writing changed into a 
sound, alphabetical writing. Initially, stenography became widespread in England, 
France, Italy, Germany, and Austria–Hungary at the end of the 18th and the first 
third of the 19th century.1 In Russia, stenography found practical use only in the 
1860s when the judicial reform was implemented. Bar and jury associations as 
well as public hearing were established, and therefore, “specialists in stenography 
were in demand for keeping records of hearings […] in courts of justice” (ЮРКОВ-
СКИЙ 1969: 56).2 
 

* The paper was funded by RFBR, project number 17-34-01075 “Anna Dostoevskaya’s Steno-
graphic Records: new materials and findings”. 

1 About the history of stenography in European countries see ANDERSON 1882, BUTLER 1951. 
2 About the history of stenography in Russia see ЕРШОВ 1880, LOVELL 2015. 
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All over the world, stenography was primarily used at meetings, sessions of 
state and public organizations, legislative, judicial, and other institutions. The in-
vention of stenography was “comparable to the invention of printing, which gave 
an opportunity for the rapid spread of education by accelerating the exchange of 
ideas” (ДЛУССКИЙ 1874: 25). For European and Russian public of that time, steno-
graphy was not just a manner of rapid writing but art and science as well. In the 
19th century, it was believed that “in more or less distant future, common writing 
would be replaced by shorthand” (ЕРШОВ 1880: 4). “For the first time ever, human 
beings had a technology that allowed the written word to keep pace with speech 
and accurately record it” (LOVELL 2015: 291). It significantly saved time and ren-
dered invaluable support to people in various activities. 

Many of those mastered shorthand or engaged professional stenographers to 
work. For example, the popular English memoirist Samuel Pepys (1633–1703), 
the physicist and mathematician Isaac Newton (1642–1727), the prominent poli-
tician, diplomat, and philosopher of the Age of Enlightment Thomas Jefferson 
(1743–1826), the German zoologist Alfred Brehm (1829–1884), the Russian chem-
ist Dmitri I. Mendeleev (1834–1907), the father of Russian aviation Nikolai Ye. 
Zhukovsky (1847–1921), the geologist and paleontologist Vladimir О. Kovalevsky 
(1842–1883), the physiologist Ivan P. Pavlov (1849–1936), the agrochemist Dmitri 
N. Pryanishnikov (1865–1948), theatre directors Konstantin S. Stanislavsky (1863–
1938) and Nikolai М. Gorchakov (1898–1958), and others. 

Authors faced a seemingly impracticable task “to write down everything you 
think of”. They were manual labourers as far as their thoughts “were hanging” at 
the tip of the pen. The perfection of writing process had an effect on such char-
acteristics of their work as the minimization of physical efforts, time, and paper. 
M. I. Ivanin (1801–1874), an inventor of the first shorthand system in Russian, 
rightly pointed out: “There is no such thing as a poet or a writer who at the mo-
ments of inspiration would not wish to write down on a paper his impressions and 
ideas but common writing due to its slowness stifles the imagination, the inspira-
tion ceases, and he transfers to the paper just a faint outline of the thoughts inspir-
ing him; […] whilst shorthand can follow every idea, passion, feeling, and expres-
sion that is catching on every word and expression quickly” (ИВАНИН 1858: 20). 

The purpose of this research is to reveal the role of stenography in the crea-
tive process of European and Russian writers and to draw social attention to the 
problem of the revival of interest in shorthand and the maintenance of this art. 

Some researchers have uttered a curious opinion that a skilful approach of 
using shorthand was applied back in the times of the English poet and playwright 
William Shakespeare (1564–1616).3 To their mind, his plays were written down in 
secret by stenographers who used to attend the performances in the Globe Theatre. 
Those people were sent by rivals in order to get the text of the talented playwright’s 
writings and make them performed on stages of other theatres without the author’s 
permission. Later, the scholars detected a large number of mistakes in the publica-
 

3 This viewpoint is given in SCHMIDT 1886, ADAMS 1933, DAVIDSON 2009. 
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tions of Shakespeare’s plays that might be the result of imperfection of shorthand 
at that time. If this hypothesis is true, it turns out that readers and spectators in the 
21st century can enjoy many works of the great Shakespeare thanks to those ste-
nographers-“thieves” of the 16th and early 17th centuries. Nevertheless, “scholars 
today seem to overwhelmingly favour other explanations for textual inconsisten-
cies in some of Shakespeare’s early printed works” (FLAVIN). 

We know four European writers mastering shorthand who lived and worked 
in different periods: Daniel Defoe (1660–1731), Charles Dickens (1812–1870), 
George Bernard Shaw (1856–1950), and Astrid Lindgren (1907–2002). 

Daniel Defoe, the author of Robinson Crusoe studied stenography at a dissent-
ing academy. “He grew up during the period of greatest repression of nonconform-
ists, learned to read on the Bible, as a child piously copied out large sections of it in 
shorthand when a rumor went around that the High Churchmen were going to con-
fiscate the dissenters’ scriptures” (DOS PASSOS 1954: 46). Shorthand skills helped 
Defoe in his further professional activities as a spy,4 a newsman,5 and a writer.6 

The prominent novelist Charles Dickens learnt stenography at the age of 16 
to 18 years based on the manual by Thomas Gurney. He practiced it while work-
ing as a freelance reporter at Doctors Commons courts from 1829 to 1831, and as 
a parliamentary reporter from 1831 to 1832 (for more, see BOWLES 2017a). It is 
not a coincidence that one of the brightest Dickensian heroes, David Copperfield 
has autobiographical features and is a parliamentary stenographer. The writer’s 
personal experience underlies David’s story about how he mastered stenography: 
“I bought an approved scheme of the noble art and mystery of stenography […] 
and plunged into a sea of perplexity that brought me, in a few weeks, to the con-
fines of distraction. The changes that were rung upon dots, which in such a posi-
tion meant such a thing, and in such another position something else, entirely dif-
ferent; the wonderful vagaries that were played by circles; the unaccountable con-
sequences that resulted from marks like flies’ legs…” (DICKENS 1850: 385). In the 
end, David Copperfield (as well as his creator) successfully learnt the skills of 
shorthand: “I have tamed that savage stenographic mystery” (DICKENS 1850: 443). 

According to Hugo Bowles, “shorthand had become an integral part of his 
writing practice and although very little of his shorthand survives, he is known to 
have used it to draft articles, reports, letters, memos, and private notes throughout 
his writing career” (BOWLES 2017a). In 1856, in his letter to Wilkie Collins, Dick-
ens wrote: “I daresay I am at this present writing the best shorthand writer in the 
world” (HOGARTH–DICKENS 1893: 399). 

Stenography seems to have helped him in literary activity, too. Researchers 
believe that stenographic skills had an impact on Dickens’s artistic style character-
ized by “orality”, a tendency to use a “phonographic turn”, and to prove what they 
 

4 About the activity of Defoe as a spy see, for instance, FURBANK–OWENS 2016. 
5 From 1704 to 1713, he alone published the newspaper A Review of the Affairs of France. The 

Review covered Defoe’s many interests, both literary and historical, and it was published twice and 
later three times a week. 

6 Defoe is the author of nine novels, more than ten stories and essays as well as two poems. 
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referred to as a “verbal explosion” of Mr. Pickwick (The Pickwick Papers) (see 
GITELMAN 1999, MARCUS 1972, KREIKAMP 2005, BOWLES 2017b, BOWLES 2017c). 

George Bernard Shaw, another writer-stenographer was a passionate critic of 
the English language, in which the gap between sounding (phonetics) and spell-
ing (orthography) is particularly notable. Over many years, Shaw tried to make his 
contemporaries admit the necessity of a language reform. In his creative writings, 
he used a notation elaborated by an Englishman named Isaac Pitman, the so-called 
“Pitman shorthand”, which he considered unsatisfactory. He applied this steno-
graphic system when writing his diary from 1885 to 1897 and rough copies of his 
literary works. At the end of his life, Shaw bequeathed the major part of his for-
tune for working out a new graphic system of the English language. Just after his 
death based on a competitive examination procedure, an alphabet known as “Shaw 
Alphabet” or “Shavian” was invented, where the phonemes corresponded their gra-
phic characters. However, native speakers did not accept the alphabet, and neither 
did specialists.7 

For Astrid Lindgren, a Swedish writer in the 20th century, stenography was 
an indispensable part of creative process, her “working routine” (ANDERSEN 2018: 
120). As a professional secretary and stenographer, Lindgren started using short-
hand at the very beginning of her literary activity – since April 1944, when she 
was working upon her stories about a girl named Pippi. Jens Andersen, the bio-
grapher of the writer pointed out: “it was possible to capture thoughts and ideas 
in flight, writing down chains of sentences at lightning speed. […] The method 
soon proved eminently practical for a bedridden amateur author, and so conduc-
tive to scribbling down everything she had in her head that Astrid Lindgren con-
tinued to write her rough drafts in shorthand for the rest of her career” (ANDERSEN 
2018: 120). 

Russian writers in the 19th and early 20th centuries also called upon the ser-
vices of stenographers when working on their writings. A stenographer Ivan Mar-
kuze recalls that in the Russian press of the 1860s, there were discussions on ste-
nography as an interesting art. It was “a sort of ‘the topic of the day’, an urgent 
subject” (МАРКУЗЕ 1900: 982). Taking responsibility for the imposition of short-
hand, the government set up free preparatory courses for stenographers. 

Among the first writers who dared hold this creative experiment – to collabo-
rate with stenographers – were those of different talent and recognition: Vsevolod 
Krestovsky (the end of The Slums of Petersburg, 1864–1866), Fyodor Dostoevsky 
(beginning with the novel The Gambler, 1866), Dmitry Girs (The Old and New 
Russia, 1868), Grigori De-Vollan. They knew each other and worked with steno-
graphers during more or less the same period, i.e. the 1860s. 

From May to November 1866, the Russian poet and prose writer V. Krestov-
sky dictated the final part of his novel The Slums of Petersburg to a stenographer 
named Ivan Markuze. Though V. Krestovsky was in a hurry to hand in the novel 
for publishing in the journal Otechestvennye zapiski, he was not pressed for time. 
 

7 For more information on the question see, for instance, MACCARTHY 1969. 
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According to Ivan Markuze’s recollections, the author of The Slums of Petersburg 
believed that the work within the framework of a shorthand system would allow 
him “to start dictating the novel when he felt like doing that, […] and be back at 
work when he felt inspired again, voluntarily, just at the whim of imagination” 
(МАРКУЗЕ 1900: 981). The completion of Krestovsky’s novel resulted in a delay. 
He fully completed it only at the beginning of November 1866. 

Before starting his collaboration with a stenographer, Fyodor Dostoevsky used 
to write his works extremely pressed for time from month to month. It was a titanic 
job, a nonstop creative work. In 1865, under the risk of being imprisoned because 
of his debts, he concluded an enslaving contract with the publisher-speculator Fyo-
dor Stellovsky, thus conceding to him the right to publish the complete works. 
Under the contract, Dostoevsky had to provide Stellovsky with a new novel for the 
third volume of the complete works. In case of failure to comply with this require-
ment until 1 November, the writer would have had to entrust his rights to literary 
works to the publisher for a nine-year term. Trapped into such a disadvantaged situ-
ation, Dostoevsky made up his mind to apply stenography in his literary activity. 

Unlike Krestovsky, Dostoevsky would not have agreed to deal with a male 
stenographer since “the man was likely to begin drinking heavily” (ДОСТОЕВСКАЯ 
2015: 109). The story of the appearance of a female stenographer in Dostoevsky’s 
apartment, who became his wife later, was described in the memoirs of the eye-
witnesses of the event. It is widely known at present and is seen by researchers as 
crucial for the private life and creative work of the writer. On the request of Alex-
ander Milyukov, his colleague addressed to his friend Pavel Olkhin, professor of 
stenography, who recommended him to employ the twenty-year-old Anna Snitkina, 
who had finished a six-month study (from April through October 1866) at short-
hand courses at the Sixth Saint Petersburg High School. 

At 8 p.m. on 4 October 1866, “the methods of Dostoevsky’s creative work 
considerably changed” (cf. ЧУЛКОВ 1939: 129): he began to dictate the novel The 
Gambler to the stenographer Snitkina, his future wife. The author of The Gambler 
and his assistant elaborated an empirically based model of creative activity wherein 
shorthand played a key role. Afterwards, while writing other books, this model of 
creative activity hardly ever changed. 

At nights, he used to write, draw up a plan, and draft successive pages of the 
novel. In the afternoon, he dictated the results to Anna Grigorievna, improvizing 
during the dictation. In doing so, she “did not use to interrupt Dostoevsky even if 
she did not manage to write down his idea but used to leave brackets to be filled by 
the author himself after decoding and rewriting the text” (КИЙКО–ПОШЕМАНСКАЯ 
1978: 5).8 In the evening, the stenographer deciphered shorthand notes, and the fol-
lowing morning, the writer used to make corrections to her pages. The last step of 
this creative process was composing a manuscript. Anna made a fair copy of the 

 
8 The observation was made by an experienced stenographer of Soviet times Tsetsiliya Miro-

novna (Moiseevna) Poshemanskaya, who from the 1950s to the 1970s decoded a shorthand diary of 
Dostoevsky’s wife (1867) and other archival materials in the writer’s literary fund. 



6 Irina Andrianova  

Studia Slavica Hung. 64, 2019 

text in accurate calligraphy, almost copperplate handwriting. Later, she recollected: 
“The more time went by, the more Fyodor Mikhailovich got involved into the work. 
He stopped dictating, orally inventing on the spot but worked at night dictating 
then based on his manuscript. Sometimes, he managed to write much so that I had 
to stay far after midnight rewriting the dictated pages. On the other hand, what a 
triumphant look I had the next day announcing the number of the pages added to 
those already written! I was so pleased to see a happy smile of Fyodor Mikhai-
lovich in response to my assurances that the work was proceeding and that there 
was no doubt that it would be completed on time” (ДОСТОЕВСКАЯ 2015: 120–121). 

The work of the writer and the stenographer upon the novel The Gambler was 
finished by the date stipulated in the contract. On 30 October 1866, Dostoevsky 
dictated the closing lines to Anna Grigorievna, and on 1 November, the manuscript 
was handed over upon receipt to the officer on duty of the police unit for its further 
delivery to Stellovsky. The writer and his young employee made a feat as far as 
yet no one in the world literature had ever created a complete novel in less than 
30 days. This record remains unbroken up to now.9 That success belonged not only 
to Dostoevsky and Anna Snitkina but also to her teacher, P. M. Olkhin. Over 20 
years, he was engaged in “the application of various shorthand systems for the 
Russian language” (ОЛЬХИН 1866: 2) and finally managed to elaborate his own 
system based on principles of the German shorthand of Gabelsberger, the system 
that underlay the work of Dostoevsky and his assistant. 

Dostoevsky had a plan he declared to his wife on 15 (27) July 1876: “having 
moved to Saint Petersburg, you will stop taking down my writings in shorthand 
and rewriting them. That is what I decided” (ДОСТОЕВСКИЙ 1985b: 99). However, 
during all his life, the writer’s plan remained a dream impossible to come true. 

Stenography became a part of Dostoevsky’s creative process, although it re-
mained a mysterious art for him: “I would give much to know what you are writing 
with your unreadable characters, Anechka” (ДОСТОЕВСКАЯ 2015: 206). In the let-
ter to his niece Sofia Aleksandrovna Ivanova dated on 29 March (10 April) 1868, 
he called shorthand a “high art”, inviting the girl to master it in a professional man-
ner: “would you like to study stenography? Pay attention, Sonechka: stenography 
is a high art that does not insult the profession but does bring honour and great 
means of subsistence to those who master the art” (ДОСТОЕВСКИЙ 1985a: 293). 

Dostoevsky’s daughter, Ljubov Fyodorovna made a fair conclusion: “Dosto-
evsky would not have written so many novels if his wife had not come up with 
the bright idea to study stenography” (ДОСТОЕВСКАЯ 1922: 82). During the time 
of their marriage (from 1866 to 1881), the writer’s artistic talent reached its peak 
and the major part of his literary heritage was established, and the great novel The 
Brothers Karamazov dedicated to Anna Dostoevskaya was published. Ch. Dickens 

 
9 A 26-day term is defined as the term of writing of the novel The Gambler in the memoirs of 

A. G. Dostoevskaya. In his letter to А. P. Suslova dated 23 April (5 May) 1867, Dostoevsky pointed 
out a shorter term of the work upon the novel for Stellovsky: “28 November: the novel The Gambler 
(already published) was finished at midnight” (ДОСТОЕВСКИЙ 1985a: 182). 
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described himself as “the best writer-stenographer” of the 19th century whereas 
Dostoevsky became the great admirer of the “high art” of stenography. 

After reading one of the books by the French stenographer A. Grosselin in 
1846, the Russian critic and columnist N. G. Chernyshevsky worked out his own 
original system of semi-stenographic writing of various grammatical forms and 
structures by means of abbreviations and symbols, which he used to keep his per-
sonal diary from 1852 to 1853 (for more, see АЛЕКСЕЕВ 1936, ПРОТАСОВ 1928, 
РЕЙСЕР 1982: 48). During his stay in Astrakhan and Saratov from 1883 to 1889, 
he employed a professional stenographer. As I. Paperno pointed out, “as a result, 
he could work much faster; thus, four days before his death the gravely ill Cher-
nyshevsky managed to dictate eighteen pages of the translated Outlines of Univer-
sal History by Georg Weber. His final words said when he was in the near-death 
delirium were also written down in shorthand by his secretary” (ПАПЕРНО 1996: 
45). According to the researcher, Chernyshevsky was impressed by the opportu-
nities stenography presented, and often mentioned it in his writings; he preferred 
stenography to other ways of writing since the immediate experience became real, 
extensive, and constant in a word stream of instantaneously fixed feelings (see 
ПАПЕРНО 1996: 46). 

From 1907 to 1909, Leo Tolstoy used the help of the stenographer-copyist 
Nikolai Gusev: in this case, stenography was applied not for writing but for dictat-
ing responses to numerous letters addressed to the writer. He left this method aside 
while writing his literary works and once confessed to the stenographer: “…I am 
a little bit ashamed… While writing a literary work these rough copies serve you 
only to remind the feelings that accompany the writing process. I feel embarrassed 
to hand them over to another person. I do them for myself. While writing an arti-
cle, you try to render it complete [some articles by Tolstoy in the later years of 
his life were written down in shorthand by N. N. Gusev – I. А.]” (ГУСЕВ 1909). 

By the way, a similar feeling was inherent to Nikolai Leskov, who refused to 
“dictate even letters” (МАРКУЗЕ 1900: 989), neither did he imagine how another 
person could take part in his creative process, though technically. Alone, with 
a quill in hands, in absolute silence of the night, and with a sheet of paper in front 
of him – only under these conditions was the author of Lady Macbeth and The 
Cathedral Clergy able to write (МАРКУЗЕ 1900: 988). 

Alexander Kuprin used to apply stenography in his creative process. As it re-
sults from his correspondence in 1907, he dictated the lost story Life to a stenogra-
pher, and then in 1914, he worked upon the final pages of the story The Pit (for 
more, see КУЛЕШОВ 1983). Moreover, considering that the author agonized long 
and hard over the second part of The Pit (he worked on it for six years), it was the 
involvement of the stenographer in the literary process that finally allowed Kuprin 
to complete this literary work. “I am not a person of a strong will,” admitted the 
writer in his interview in April 1914, “sometimes I find it difficult to discipline 
myself to work. However, as soon as the stenographer has come, I have to go to 
work whether I want it or not. It is hard to begin but then you get engaged in the 
process and begin feeling rather satisfied with your work” (КУПРИН). 
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The men of letters that used stenography while creating their works could as-
sess from their own experience unique mobility of writing down in shorthand (they 
needed for work only paper and a pencil /quill /pen), the synchronism of fixing 
a train of thoughts and the velocity of making records that substantially saved time. 

The writers who mastered the art of shorthand found themselves in favour in 
other spheres of professional activities (Defoe and Dickens), Stenography formed 
part of the creative process of the writers who used it, saved their time and physical 
efforts, let them avoid poverty and enslaving terms of the contracts with publishers 
(Dostoevsky, Krestovsky, Shaw, and Lindgren). Their literary works became fa-
mous in the entire world mostly thanks to stenography. 

In the 21st century, there are some technologies for real-time recording that 
have replaced stenography. The first two technologies are used only by experts and 
consist in applying a stenotype machine that represents a small electronic device 
plugged in the computer, thus, the text typed on the specialized chorded keyboard 
is automatically processed and decoded by means of special software. The second 
technology consists in using devices that transform speech into text (such as a Ste-
nomask, which functions based on the automatic process of speech recognition). 
However, these highly specialized devices are not widely spread. Recorders with 
further decipherment of their digital audio recordings have received a broader use. 

The art of shorthand nowadays is experiencing a crisis and is on the brink of 
extinction. As a result, on 29 September 2014, the members of the international 
community of stenographers Intersteno took the initiative to declare shorthand 
a UNESCO intangible cultural heritage needing protection, and announced the ne-
cessity of the establishment of the Web-Archive of the books on stenography.10 
Actually, the world stenography needs maintenance. M. Mann and Stephen A. 
Schwarzman revealed the key reason for that, “even if you do not wish to write 
in shorthand yourself, you may need to decipher it in order to pursue archival re-
search” (MANN–SCHWARZMAN). European and Russian archival collections contain 
numerous documents written in shorthand. Thus, the Manuscript Departments of the 
Institute of Russian Literature and of the Russian State Library as well as the Rus-
sian State Archive of Literature and Arts keep about 25 documents of the Dosto-
evsky literary fund with some stenographic notes on them. The New York Public 
Library contains verbatim transcripts from “the collection of George Bernard Shaw” 
(MANN–SCHWARZMAN). The National Library of Sweden in Stockholm owns “the 
stenographic notebooks (660 notebooks)” belonging to А. Lindgren “with rough 
copies written over 50 years that are unreadable to anyone except a professional 
stenographer” (ANDERSEN 2018: 121). A part of these notes are not deciphered, and 
the deciphered part needs clarification. “As the number of people capable of read-
ing shorthand decreases, these unique manuscripts practically become ciphers – 
symbols for future research codebreakers to tackle” (MANN–SCHWARZMAN). 

 
10 The meetings of the Scientific Committee. International Federation for Information and 

Communication Processing (Intersteno) E-news 70. October 2015, p. 14. http://www.intersteno.org/ 
wp-content/uploads/2015/10/enews70.pdf. 
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Stenography and Literature: What did Western European and Russian Writers 

Master the Art of Shorthand Writing For? 
 
What brings together Daniel Defoe, Charles Dickens, Vsevolod Krestovsky, Nikolai Cher-
nyshevsky, Fyodor Dostoevsky, Аlexander Kuprin, George Bernard Shaw, and Аstrid Lind-
gren, i.e. writers from different countries and belonging to different epochs? In their crea-
tive work, they all used stenography, or rapid writing, permitting a person to listen to true 
speech and record it simultaneously. 

This paper discloses the role of stenography in literary activities of European and 
Russian writers in the 19th and early 20th centuries. Some researchers believe that the 
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first ties between shorthand and literature appeared in the days of Shakespeare when the 
playwright’s competitors used shorthand to put down the texts of his plays. Others have 
convincingly refuted this viewpoint, proving that such records never existed. The most fa-
mous English novelist in the 17th and 18th centuries Daniel Defoe can be considered one 
of the first writers who used shorthand in his literary work. The writers mastering the art of 
shorthand writing such as Defoe, Dickens, and Lindgren were popular in various profession-
al spheres (among others, the secret service, journalism, and secretarial service) where they 
successfully applied their skills in shorthand writing. 

Stenography was an integral part of a creative process of the authors who resorted to 
it (Dostoevsky, Krestovsky, Shaw, and Lindgren). It economized their time and efforts, 
saved them from poverty and from the terms of enslavement stipulated in the contracts be-
tween writers and publishers. It is mainly thanks to stenography that their works became 
renowned all over the world. If Charles Dickens called himself “the best writer-stenogra-
pher” of the 19th century, F. M. Dostoevsky became a great admirer of the “high art” of 
shorthand. He was the second writer in Russia (following V. Krestovsky), who applied 
shorthand writing in his literary work but the only one in the world literature for whom 
stenography became something more than just shorthand. This art modified and enriched 
the model of his creative process not for a while but for life, and it had an influence on the 
poetics of his novels and the story A Gentle Creature, and led to changes in the writer’s 
private life. In the course of the years of the marriage of Dostoevsky and his stenographer 
Anna Snitkina, the author’s artistic talent came to the peak. The largest and most important 
part of his literary writings was created in that period. 

As a matter of fact, having become the “photograph” of live speech two centuries 
ago, shorthand made a revolution in the world, and became art and science for people. 
However, its history did not turn to be everlasting. In the 21st century, the art of shorthand 
writing is on the edge of disappearing and in deep crisis. The author of the paper touches 
upon the problem of revival of social interest in stenography and its maintenance as an art. 
Archival collections in Europe and Russia contain numerous documents written in short-
hand by means of various shorthand systems. If humanity does not study shorthand and 
loses the ability to read verbatim records, the content of these documents will be hidden 
for us forever. 
 

Keywords: stenography, Russian literature, the art of shorthand writing, archives, the 
heritage of mankind, creative process, Dickens, Dostoevsky, Defoe, Lindgren, G. B. Shaw 


