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Abstract

Situated in the context of Bakhtin’s understanding of Dostoevsky’s narrative
structure, the goal of this thesis aims to analyze the ways in which Dostoevsky’s characters
negotiate their identities through a dialogic process of truth-telling as it appears in two
forms: an explicit expression of truth that is consciously made by a novel’s characters in
earnest dialogue, and an unspoken, even unconscious expression of truth that is not openly
expressed, but can be inferred from the seemingly illogical reactions and behaviors of
characters in the novel. The latter form is established in terms of Freud’s discussion of the
unconscious and unconscious behavior, while the former is established in terms of
Foucault’s work on veridiction and its relation to the subject. The purpose of this exercise
is to demonstrate that both manifestations of truth intertwine to form a character’s coherent
identity through a process of dialogic engagement. Constructing a sort of compound lens
out of the Foucauldian and Freudian approaches to truth allows for an understanding of
these novels in this dialogic structure. There are several situations and character types that
are similar between two of Dostoevsky’s novels, Crime and Punishment and The Idiot, and
a comparative analysis of these features through the framework presented can be used to
produce a reading that demonstrates the complexity of the dialogic nature of Dostoevsky’s
characters by illuminating the differences between the characters in these novels, many of
whom are similar in behavior, motivations, contexts, etc., as well as the functions of

interference with that dialogic process.
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Chapter 1

Introduction

Dostoevsky’s writing has a reputation for being far more interested in its characters
than its narratives. There is often very little plot action in his novels, and the a great deal
of development in these stories follows the characters as they interact with one another or
go off on long tangents or soliloguies about their ideologies or motivations or beliefs. Much
of what has been written on Dostoevsky hits upon the importance of his characters and
their identities and development.! These writings tend to approach Dostoevsky’s characters
in terms of their self-discovery as they develop their own identities throughout the process
of the novel. While | would agree that characterological development is paramount in
Dostoevsky’s writing, I would like to shift from this perspective somewhat to understand
the process of a character’s self-discovery more in terms of the development of a
character’s identity, that is, a character constructing his identity by expressing and

interrogating certain truths about himself.

1 Many scholars take an interest in the various legal and/or moral transgressions that feature in
Dostoevsky’s writing, seeking to analyze the personalities of the characters who commit these
transgressions as a potential source for this behavior. Writing by Deborah Martinsen, Chris Barker, Robert
Kloss, Richard Lower, and Alfred Bem in particular look at shame, guilt, or personality disorders as
motivators or explanations. Others take an interest in the way that a character will illustrate or define
themselves through language, including Garry Hagberg, Joseph O’Leary, Edward Wasiolek, Priscilla
Meyer, etc. Still others seek to approach Dostoevsky’s novels in terms of how a character’s development
functions as the vehicle by which the narrative is advanced. Albert Guerard, Leslie Johnson, Joseph Frank
and Janet Tucker share this focus on the characters’ relation to the narrative progression of the novels.
These are all different approaches to analyzing these novels, but they each share a certain assumption of the
primacy of character in the construction and realization of these novels.
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Both of these ideas hinge on the prospect of self-interrogation as a basis for
understanding one’s identity, but the assumption in the former suggests the discovery of a
hidden, preexisting identity which could account for or motivate the actions or beliefs of a
character, while the latter suggests more of a process of identity negotiation which accounts
for the often contradictory or illogical actions by, or beliefs expressed by, Dostoevsky’s
characters. Insofar as their identity is not established, or not fully established, these
contradictory actions or beliefs can be understood as procedures of self-determination —

trial and error.

In the first section of this thesis, | would like to work on constructing a framework
for understanding the utterances made by Dostoevsky’s characters as productive, self-
determining truths. | aim to coordinate the approach of self-knowledge as a basis of
characterological development with the notion of identity construction as a function of self-
inquiry. Mikhail Bakhtin’s extensive work on Dostoevsky’s writing approach emphasizes

the role of a character’s own voice in establishing that character.

According to Bakhtin, Dostoevsky’s writing is unique in that the authorial voice
and the characters’ voices are notably distinct from one another, at times even opposed to
one another. “The author retains for himself, that is, for his exclusive field of vision, not a
single essential definition, not a single trait, not the smallest feature of the hero: he enters
it all into the field of vision of the hero himself, he casts it all into the crucible of the hero’s
own self-consciousness” (Problems of Dostoevsky’s Poetics 48). In order to look more
closely at how these characters go about establishing themselves, it will first be necessary
to identify some of Dostoevsky’s key narrative strategies as elaborated by Bakhtin. These

are the means by which Dostoevsky’s characters enact that negotiation of their identities.



These negotiations are, by necessity, dialogic, as dialogue is the means by which Bakhtin
insists that ideas and truth are developed. This is what allows for emphasis to be placed on

the meeting of voices, or opposing ideologies, within Dostoevsky’s characters.

From there, I would like to place the strategies discussed by Bakhtin within two
frameworks of veridiction as it relates to identity. In particular, I would like to discuss the
differences between two types of truths expressed by characters: consciously expressed
truth of the self and an unconsciously communicated, but no less consistent or substantive,
truth. These consciously expressed truths which function to negotiate a character’s identity
can be interpreted in terms of Michel Foucault’s elaboration of parrhesia, as this concept
also relates to an openly expressed truth that interacts directly with the identity of the
speaker. Unconsciously expressed truth can, naturally, be interpreted in terms of Sigmund
Freud’s psychoanalytic inquiry, specifically with regards to his discussion of repetitious
behavioral cycles and what this reveals about the subconsciously held beliefs of the actor
in question. A combination of these approaches will allow for a coordination between
ostensibly conflicting or contradictory beliefs or behaviors by Dostoevsky’s characters,
which further allows a more cohesive summary of their characterological development to

take place.

In the second section of this thesis, | would like to take a look at two characters in
particular in relation to this dual perspective on self-developed truth. The first is Crime and
Punishment’s Raskolnikov, who is well-known for being one of Dostoevsky’s most erratic,
most conflicted and contradictory characters. In this sense, he is also rather exemplary of
this structure of self-determination. As one of Dostoevsky’s most well-known characters,

much has been written on Raskolnikov, attempting to account for his criminality, his



pervasive shame, his (for lack of a better term) split personality. The concept of a split
within his identity is a popular subject of scholarship on Raskolnikov, in no small part
because of his rapid and frequent oscillation between two seemingly oppositional
consciousnesses. The name Raskolnikov, constructed by Dostoevsky from the word
“packosr” meaning “‘split,” underscores this split in consciousness. The progressive
negotiation of this split is what advances the narrative of Crime and Punishment, so as one
might expect, it is a highly significant topic of discussion when analyzing Raskolnikov’s
characterological development. The relatively clear-cut distinctions between
Raskolnikov’s warring ideologies are what make him such a great candidate for an analysis
utilizing this structure of ideological negotiation and self-determination. His ideological
battle takes place both in and between his explicit utterances of truth and his subconscious
truth of himself. He will frequently express radical ideas and convictions which he has
cultivated both before and during the events of the novel, and in the next breath he will flip
his perspective and challenge those very ideas. There are also a number of cyclical patterns
of behavior, or parallels between his actions or expressed truths and other situations in his
life, which can reveal the subconscious negotiation of truth that is playing out alongside

his openly expressed ideological debate.

The second character that | would like to analyze in terms of this framework is The
Idiot’s Prince Myshkin. Myshkin is an interesting subject for a couple of reasons. Multiple
scholars have noted the dramatic differences between Dostoevsky’s notes and plans for
Myshkin, and the novel as a whole, and the finished product. ? In Albert’s Guerard’s article

“On the Composition of Dostoevsky’s The ldiot,” he discusses certain character traits

2 See Albert Guerard, Janet Tucker, and Joseph Frank for discussion of this topic.
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(things like pride, sensuality, coarseness, and brutality), originally intended for Myshkin
himself, that have been divided up, with many of them being transferred to Rogozhin (203-
204). It is interesting, then, to consider the bond, the spiritual brotherhood, between the
now purely good, Christ-like manifestation of Myshkin and the disaffected, murderous
Rogozhin, and their intertwined fates which are realized in the conclusion to the novel. In
his introduction to the English translation, Joseph Frank notes that Dostoevsky felt on
multiple occasions while writing that Myshkin was underdeveloped as a character (The
Idiot xxii). This can easily be understood as a result of the sudden and massive shift in the
plans for Myshkin’s character, or the inherent difficulties in writing a Christ-like figure

that is truly good.

As he is the hero of the story, however, Myshkin by necessity possesses a character,
which he elaborates and expresses at various points throughout the novel. Of the characters
written by Dostoevsky with an eye towards goodness or Christ-like behavior (in the case
of these two novels, Sonia and Myshkin), the latter is often discussed in terms of a
“destructive” or even a “failed attempt at” goodness, patience, and humility. In Myshkin’s
case, this disconnect between his character’s ideology and the results of his behavior may
reveal a progressive negotiation of an expressed identity and a subconscious one. This will

be discussed later.

Something that makes Myshkin particularly noteworthy is his ability to engage and
interfere with the self-determination of other characters in the novel. It is this phenomenon
that can potentially account for the paradoxical destructiveness of Myshkin’s good
intentions, and it reveals the importance of comparing and contrasting the protagonists of

these two novels. Whereas Raskolnikov functions as the pinnacle of this model of



characterological self-determination, Myshkin reveals the importance behind a character’s
self-interrogation. By interfering with the development of other characters, he takes the
ability to explore and elaborate their own truths upon himself, which interferes the requisite
self-determination of a character and causes the truths of those characters to become

invalid.



Chapter 2

Identity as a Function of Truth

In order to establish a framework for analyzing the ways in which Dostoevsky’s
characters formulate their identities within these certain discourses on truth, it is first
necessary to outline the ways in which those characters can be understood as distinctive
identities that are formulated independently of the authorial voice. To begin with, it is
necessary to clarify what is meant by a character’s independent identity, which may at
times be referred to as the character’s voice or, occasionally, their ideology. While these
terms are not entirely equivalent, there are significant overlaps in their utility in
establishing character which allow them to be interchangeable for the purposes of my
argument. Following that, the means of development of these voices should be addressed
in order to allow for the analysis of the complex, and often conflicted, layers of ideological
development. Without addressing how this is achieved in Dostoevsky’s writing, these
features are artificially equalized and risk losing their significance in the realm of
expressing constitutive truths of a character’s identity. The structure for analyzing the
means by which Dostoevsky develops his characters will be drawn from Bakhtin’s work
on Dostoevsky’s narrative approach, which will be outlined in terms of how these
characters are conceptualized as independent voices who engage in a number of dialogic

processes in order to further the development of their individual ideologies. Within this



context, three specific dialogic processes will be discussed in terms of their contribution to
the negotiation of identity. From there, a connection will be drawn between these processes
and the process (as regarded by Bakhtin) of reaching “truth” in order to establish the
possibility for interpreting the negotiation of a character’s identity as the negotiation of a
“truth of oneself.” Following this, it will be possible to discuss the negotiation of a
character’s identity in terms of discourses on truth. There are two such discourses that will
be particularly relevant to the development of Dostoevsky’s characters: the Foucauldian
notion of parrhesia as a spoken truth of oneself, which will be discussed as a self-aware,
more open negotiation of one’s own truth, and a subconsciously expressed (but no less
constitutive) Freudian truth. It is through a combination of these two approaches to

negotiating truth that a character’s identity is formulated.

2.1 Mikhail Bakhtin on Dostoevsky’s Narrative Approach, Truth, and Dialogue
Mikhail Bakhtin’s formulation of Dostoevsky’s unique narrative approach sets up
the framework needed to separately conceptualize the conflicting or oppositional ideas that
often appear in his novels by emphasizing the dialogic nature of his characters’
development. This approach asserts that Dostoevsky utilizes a “polyphonic” narrative
strategy, which consists of a plurality of ideologically separate subjects that engage with
one another to develop their worldviews. These characters’ ideologies are markedly
separate from the authorial voice and engage with one another, with the authorial voice,
and with the reader dialogically to develop their individual logics to the furthest possible
extent. The intent here is to approach an (at the time) “new form for visualizing a human

being in art.” This form emphasizes the “unfinalizability”* of a person — all of the functions

3 (Problems of Dostoevsky’s Poetics 53).



of identity that constitute an individual are unfixed, destabilized, and transformed into
objects of the characters’ own, ever evolving, consciousness. It is through this approach —
in which characters work to construct themselves — that we will ultimately be able to draw
a connection between identity and truth within Dostoevsky’s narratives, which will then
allow for an analysis of this process through the dual lenses of Foucault and Freud.

(Problems of Dostoevsky’s Poetics 6, 48-49, 58-59, 68-69).

The progressive transformation of a character’s identity is achieved through a
number of techniques that Bakhtin identifies as core to the novel, or to Dostoevsky’s novels
in particular. At this point, it will be good to identify some of the major techniques that are
used, elaborate on their construction, and function, and clarify the ways that they contribute
to the negotiation of characters’ identities. Following that, it will be made clear that the
features of a character’s identity that are developed by these techniques constitute the
“truth” of a character, which is communicated, either directly or indirectly, by himself

throughout the course of his development.

The topic of interest here is not simply “who is this character?” but also “how does
he understand himself?”” and “how does he understand himself in relation to the world and
others around himself?” In fact, any approach to answering the question of “who is this
character” can only be done by the character himself, and in his own voice, as his word
relates to the author’s, the narrator’s, or anyone external to himself. Toward this end, |
would like to focus on three main techniques: firstly, Bakhtin’s discussion of heteroglossia
insofar as it is contextualized within the novel, followed by the significance of double-

voiced discourse in Dostoevsky’s writing in particular, and finally the utility of what



Bakhtin called “loopholes” in a character’s speech, which contribute directly to the

unfinalizability of his identity (Problems of Dostoevsky’s Poetics 54-58, 63-65, 68).

2.1.1 Heteroglossia

Heteroglossia in the novel can be described as a diversity of speech types or
individual voices that are unified into one artistic form. These different voices are always,
to a more or lesser degree, dialogized (Dialogic Imagination 262-263, 272). To explain
further the implications of this style, we can look at the understanding given by Morson
and Emerson, which states that these different languages consist of different ways of
conceptualizing, understanding, and evaluating the world (141). Bakhtin states that,
“Iw]hen heteroglossia enters the novel it becomes subject to an artistic reworking. The
social and historical voices populating language...are organized in the novel into a
structured stylistic system that expresses the differentiated socio-ideological position of the
author amid the heteroglossia of his epoch” (Dialogic Imagination 300). These combined
ideas allow us to see the different voices populating the novel as a set of interacting
ideologies. In the case of Dostoevsky, this is taken a step further by its combination with
his polyphonic approach to writing. Since individual characters express their own voices
in his writing, they are characterized by these ideologies that they are expressing, and
furthermore are able to engage in that heteroglot dialogism on their own, in ways that may
conflict with one another, as well as the authorial voice. That is to say, in Dostoevsky’s
writing, the incorporation of heteroglossia goes beyond the stylization of speech that
conveys context for an utterance by the authorial voice, and instead becomes the

framework through which the character views himself and the world. In this instance,
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heteroglossia contributes directly to the formation of a character’s identity and exists as

one of the key approaches to doing so.

The character of Nastasya Fillipovna in The Idiot is a fantastic example of this sort
of ostensibly conflicting, multi-voiced self-definition. That is to say, she spends a great
deal of time asserting that she is a low, fallen woman, “...a shameless hussy. You called
me perfection this evening; a fine sort of perfection who, simply to boast of trampling on
amillion and a princedom, is going into the gutter!” (The Idiot 157).* Throughout the novel,
she oscillates between this assertion (tailoring her behavior to match) and the desire to
pursue the salvation offered by Myshkin. The impulse behind her behavior as a “fallen
woman” is to reinforce the damage done to her at the hands of Totsky, the rich aristocrat
who had kept her as his mistress for a number of years. Her current behavior serves as a
condemnation of such treatment — her own self-destruction demonstrates how she has been
“ruined” — while her interactions with Myshkin convey her feelings on the sort of purity
and love that he represents, even as she maintains that she herself is unworthy of it. Her
pride and dignity, however, belie still her own assertions. Furthermore, her interference in
the relationship between Aglaia lvanovna (whom she professes to love and who represents
to her the sort of innocence that she herself has lost) and Myshkin conveys her position on
the purity of love and her position within (or rather outside of) it, although this also is
complicated by her confrontation with Aglaia and the fact that she challenges Myshkin to

leave Aglaia to remain with her.

4« .uro 6eccThianuual Thl MEHS COBEPILEHCTBOM JIaBeya Ha3bIBaJl; XOPOIIO COBEPIIEHCTBO, YTO M3 OHOM

MOXBAJIbOBI, YTO MUIUIMOH M KHSKECTBO PACTOITaa, B TpyLio0y unér!” (Aouom 127).
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If this seems messy, contradictory, irrational, that is because it is. Her character in
this case is enacting a dialogue between a number of conflicted positions. In one sense, she
is enacting a criticism of the immorality of society by embodying the negative effects that
it has on a person. At the same time, she is claiming these circumstances as her own,
utilizing these effects in order to “punish” Totsky by highlighting these negative features
of society and his role in them. Further still, she is rejecting these negative effects by
highlighting the shamefulness of her position and implicitly positioning herself against it.
Finally, she is furthering her own pursuit of redemption by emphasizing the contrast
between herself and Myshkin, which is highlighted in her struggle with both accepting and
rejecting his offer to her. Each of these positions comprises heteroglossia in that each is a
different utterance, a different voice, in dialogue with the others about a specific issue. The
course of this dialogue, enacted entirely by the individual voice of Nastasya Fillipovna,
functions to elaborate her individual character as it develops itself over the course of the

novel.

2.1.2 Double-voiced Discourse

Another prominent technique used by Dostoevsky in his writing is double-voiced
discourse, which is speech that is made with an implication of an additional meaning
beneath its apparent meaning (usually directed at another’s speech or understood within
another context). The importance of double-voiced discourse lies in its internally (or
hidden) polemical function. Within this sort of literary speech is a clear anticipation of the
speech of another (be it the narrator, the reader, or in Dostoevsky’s case, likely another
character), and this speech engages with that anticipated response in order to contradict,

refute, or otherwise respond in turn (Problems of Dostoevsky’s Poetics 197). This is a

12



mechanism by which Dostoevsky’s characters are able to engage dialogically with others’
speech in a way that still functions as self-development of their identities. It is important
to distinguish double-voiced discourse from heteroglossia as it functions in Dostoevsky;
the latter, as has been mentioned, consists of multiple voices utilized by the same character
in order to enact a dialogue between ideas that contributes to the negotiation of that
character’s unique voice, while the former incorporates the speech of others (as it is
anticipated by the character) as a referent for the character’s own voice. It may also be
questioned why double-voiced discourse, with its usage of the anticipated speech of others,
is significant here, rather than actual dialogic interaction between characters. Keeping in
mind here that the question of a character’s development remains within the purview of the
character himself, it is particularly relevant that the speech of others to which the character
is responding is anticipated by himself, meaning that its meaning exists within the
framework of understanding held by the character himself. This is the realm within which
the development of a character must take place, as Bakhtin has established that a character

is the only one able to credibly answer the question of who he is.

This technique is so significant in Dostoevsky’s approach to writing that Bakhtin
states that “almost no word is without its intense sideward glance at someone else’s word”
(Problems of Dostoevsky’s Poetics 203). In his discussion of the internal dialogization of
Dostoevsky’s work, Bakhtin brings up the example of Raskolnikov entering into an
impassioned dialogue with himself regarding his position within his family and his sister’s
upcoming marriage. Within this dialogue (which is one of several similarly structured
dialogues that he has with himself throughout the novel) he will utilize others and their

speech as symbols that aid him in his argument with himself (Problems of Dostoevsky’s
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Poetics 237-238). One example which does a good job of demonstrating how double-
voiced speech takes place immediately following Raskolnikov’s receipt of his mother’s
letter, announcing Dunia’s engagement to Luzhin. He makes it very clear that he is
orienting his words within his perceived understanding of the voices of his mother and

Dunia herself.

| know too what you were thinking about when you walked up and down
all night...you have determined to marry a rational business man, Avdotia
Romanovna, one who has a fortune (has already made his fortune, that is
so much more solid and impressive), a man who holds two government
posts and who shares the ideas of our most rising generation, as mother
writes, and who ‘seems to be kind,” as Dunechka herself observes. That
seems beats everything! ...But | wonder why mother has written to me about
‘our most rising generation’? Simply as a descriptive touch, or with the idea

of predisposing me in favor of Mr. Luzhin? (Crime and Punishment 41-42)°

This is a particularly obvious example of Raskolnikov incorporating the speech of
others into his own speech in order to enact a discourse with those other voices. The
dialogic nature of the discourse here is what allows Raskolnikov’s ideological development
to take place, but it is the quoted nature of those other voices in the dialogue that makes

this more significant for the development of his own voice than any actual dialogue taking

5 ¢_..3HAI0 M TO, O Y€M ThI BCIO HOYb IIPOIyMala, X015 10 KOMHATE. .. PEIICHO YK OKOHUATELHO: 3a IENIOBOTO
U PaIOHAIBHOTO YeJOBEKa M3BOJIMTE BBIXOJUTH, ABJOThS POMaHOBHA, MMEIOIIETO CBOM KamuTan (yorce
HMEIONIEro CBOM KamlWTajl, 3TO COJHIHEE, BHYNIMTEIbHEE), CIIyKallero B JBYX MECTax M Pa3JIelsIomero
yOexaeH!st HOBEHIINX HAIIMX IIOKOJIEHHH (KaK MUIIeT MaMallla) 1, “xascemcs 100poro,” Kak 3aMedaeT cama
Hyneuka. 310 kaxcemcs Bcero Benukoiensee! ... A moOoIBITHO, OTHAKO X, AJIS Yer0 MaMala o “HOBEHIITHX -
TO TOKOJeHHsX MHe Hamucama? [IpocTo ju [uisi XapaKTepUCTHKW JIMIA WIM C JajJbHEHIIEI0 IEeNbIo:
3a7100pHUTE MEHs B T10JIb3Yy Tocrioauna Jlyxuna?” (IIpecmynnenue u Haxazanue 38).
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place with those characters (as, for example, later on in the story when Dunia confronts

him directly over his attitude towards Luzhin, enabling her voice to refute his).

There is another point about Bakhtin’s discussion of double-voiced discourse that
IS important to note at this point and which will be considered further later. He elaborates
various ways in which an utterance can be directed not only at its referent, but also at
another’s speech. The significant thing is the dual nature of these utterances, including the
surface interaction (which only conveys part of the idea that the speaker is trying to
develop, or possibly even contradicts the intended idea) and the hidden implication of the
utterance. At this point, I would just like to establish the idea that, in order to capture the
full meaning of an utterance, it is necessary for the speaker’s interlocutor (whether this is
another character, the reader, etc.) to work to interpret the underlying intention of the

utterance.

2.1.3 Loopholes

Related to this concept of double-voicedness is yet another technique elaborated on
by Bakhtin, which is the concept of loopholes within one’s speech. This technique is very
significant for Dostoevsky’s writing in particular because of its role in maintaining the
unfinalizability of a character. In his own words, Bakhtin describes loopholes as “the
retention for oneself of the possibility for altering the ultimate, final meaning of one’s own
words.” In essence, maintaining plausible deniability for the true meaning of anything one
has said, as well as the conditionality of that meaning on the circumstances of the dialogue
at hand. This, too, requires an anticipation by the character of the potential speech of others,

but the technique here relies on the ambiguity of the speech leveled by the character, which

15



can then be manipulated in the course of dialogue with the other (Problems of Dostoevsky'’s

Poetics 233).

Nowhere is this more apparent than in the suicide letter written by Ippolit and read
aloud by himself to the audience (although this scene has its own interesting contradictions
that implicitly undermine the structure of self-analysis and self-determination that
Dostoevsky so frequently uses — this will be discussed in more detail later on). Ippolit’s
letter reads like a monologue in which he explains the conflicted and agonizing
development of his thought process and outlook on life as he rationalizes his decision to
end his own life weeks before he is projected to die from his illness. In this letter, he
engages in a rather heated dialogue with himself (both in his own voice and with his
imagined audience as an interlocutor). Furthermore, he peppers this letter with assertions

and disclaimers such as:

16



Oh, no doubt you think I don’t know how I’ve humiliated myself as it is by
my “Explanation”! Oh, everyone of course will look upon me as a sniveler
who knows nothing of life...But let them laugh and say that this is all fairy-
tales. It’s true, I have told myself fairy-tales...But is it for me to tell them
now, now when the time for fairy-tales is over, even for me?...Anyone into
whose hands my Explanation falls, and who has the patience to read it
through, may look upon me as a madman, or as a schoolboy, or, more likely
still, a man condemned to death, for whom it’s natural to believe that
everyone else thinks too little of life...Well, I protest that my reader will be
mistaken...or they’ll say perhaps that I had something to say, but that I did

not know how to “explain” it (The Idiot 361-362).°

Inclusions like this in his letter allow for a claim to be made for both the importance
and legitimacy of his own musings while simultaneously acknowledging criticism and
claiming this criticism for himself. By projecting the reactions of his audience, he not only
provides direction for the interpretation of his words, he also makes it possible to both
accept the criticism of his words as well as conceptualize an excuse for it, all within the
accepted purview of his discussion. In other words, it is possible to both accept what he is

saying and accept that what he is saying is flawed (and, even in doing so, still accept what

6“0, Heyskenu BBI MONAraeTe, UTO s HE 3HAKO, KAK YHU3MI ce0st U 6e3 Toro yxe MouM “ObbsicHennem”! Hy,
KTO K€ HE COUTET MEHS 3a CMOpPUKa, HE 3HAIOIIero *usHu...Ho mycTs cMerTCs U TOBOPUT, UTO BCE ITO
ckasku. S u BpaBny pacckassiBan cebe ckasku...Ho Heyxenn ke MHe UX Telepb OIsTh NepecKa3bIBaTh —
Tenepp, Korja yx M I MeHd MHUHOBana mopa ckaszok?..IlycTe TOT, komy momajmaeTcd B pyKH MOeE
“O0bsicHeHne” M y KOTO CTaHeT TEPIEHUs MIPOYEecTh €ro, COYTET MEHs 3a MOMEUIAHHOTO WM JaXe 3a
TMMHA3UCTa, a BEpPHEE BCETO, 3a IPUTOBOPEHHOIO K CMEPTH, KOTOPOMY, ECTECTBEHHO, CTaJI0 Ka3aThCs, UTO
BCE JIIOJTH, KPOME HETO, CIIUIIKOM XHU3HBIO HE JOPOXKAT. .. 5] 0OBSBIIA0, 9TO YUTATEIIh MO OIIHUOETCS. . . HITH
CKaXyT, 9TO s, MOXeT OBITh, M XOTEN 4YTO-TO BHICKa3aTh, HO TPH BCEM MOEM JKEIaHHH He
cymell...“pazsurbes’.” (Mouom 288-289).
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he is saying). This is relevant to the understanding of a character’s identity in the novel
given Bakhtin’s discussion of the function of this concept, which is the ability of a voiced
character to utilize this technique to avoid any possible finalization imposed on his
character. In those circumstances where a voiced actor (be it another character, the author,
or readers themselves) is tempted to definitively conceptualize a character, this character
will use the ambiguity of his speech in order to resist those attempts (Problems of

Dostoevsky’s Poetics 55).

Using these three major techniques described by Bakhtin creates the framework in
which to define how characters in Dostoevsky’s novels use their own speech to enact a
dialogic negotiation of their voices, which can be understood as their identity insofar as
those voices function as the expression of their ideological position. Establishing an
identity, Bakhtin has proposed, is a process in a constant state of negotiation (that is,
unfinalizable), something that can only be carried out by each character for himself. Each
of these narrative techniques has in common this specifically dialogic approach to the
interaction between voices. This term dialogue, which comes up constantly in Bakhtin’s
writing, is key to his understanding of the way that voices interact not only to establish a
character’s ideology within the context of a novel, but even as an epistemological approach
to truth (Morson and Emerson 60). It is important to discuss Bakhtin’s understanding of
truth as dialogue, since that will provide a basis for understanding the negotiation of
identity as roughly comparable to a negotiation of truth, which will in turn allow for further
analysis of the identity-negotiating dialogues enacted within Dostoevsky’s novels (as

characterized by Bakhtin) within the context of discourses of truth.
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2.1.4 Dialogue as Truth

The definition for Bakhtin’s dialogic approach to the novel, in keeping with this
approach’s ephemeral and transient qualities, is highly nuanced. In essence, dialogue must
contain two or more independent speakers who enter into a conversation or other
interaction that functions to mutually develop these speakers’ ideologies, identities, etc.
(Morson and Emerson 50-51). It is important to note what dialogue is not, and that is an
interaction between finalized monads who fail to develop over the process of the
conversation. What is key in the dialogic process is precisely this development. Without
development, there can be no functional or knowable ideology. Instead, what is produced
is a reduced facsimile of the ideas discussed that fails to accurately represent that to which
they refer.

Paramount to the establishment of a character’s identity is the confessional
utterance. Bakhtin has established that a character’s identity must be investigated and
negotiated by himself; in a similar vein, a character is the only one who has the authority
to speak on the truth of his identity. Elaborating on this, Bakhtin has noted that a truth about
Dostoevsky’s characters, when spoken by someone other than the character himself and
not engaged with him dialogically, constitutes a lie (Problems of Dostoevsky’s Poetics 59-
60). It functions to limit, to finalize that character. Therefore, not only is a character the
only one qualified to speak a truth of himself, this truth can only function as a constitutive
function of his identity if it is developed through dialogue with another voice (whether this
is the voice of another character directly, another’s voice imagined through the character
himself, etc.). This idea reflects Bakhtin’s own characterization of truth and its

development, which is inherently dialogic.
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Bakhtin’s approach provides the important framework for understanding the
structure of Dostoevsky’s narrative and characters — keying in on the dialogic process of
ideological development — and, in doing so, also provides an approach to evaluating truth.
More specifically, he sets up an interpretation of truth as dialogue, which also allows for
the identification of truth within the dialogic structure of Dostoevsky’s novels. Bakhtin had
also expressed that the literary form was, in fact, ahead of philosophical development in
the appropriate representation of truth. This viewpoint is explained by the understanding
of truth as a function of open-ended dialogue, which is how Bakhtin viewed it. He traces
this concept of a literary approach to negotiating truth in the influence of Socratic dialogic
tradition on the development of the novelistic genre. Additionally, his view was that
philosophy, as well as other approaches to knowledge for its own sake, have a tendency to
artificially monologize truth that has been painstakingly negotiated through organic
dialogue. Bakhtin also describes a feature of Socratic dialogues that is shared by
Dostoevsky’s writing, which is the construction of extraordinary situations that allow for
the exploration of a dialogue on the threshold. Whereas Socratic dialogues were syncretic
philosophical-artistic explorations of truth, however, the novelistic genre, especially as it
was used by Dostoevsky, places these discourses on truth within an artistic framework.
This is what allows for the conflation of a dialogic exploration of truth with the identities
of the characters in a work (Problems of Dostoevsky’s Poetics 110-112).

Having begun a foundation by which to understand the ideologies present in
Dostoevsky’s novels as a form of constitutive truth, it now becomes necessary to narrow
in on some definitions for and approaches to truth-telling itself. How can we understand

each of these conflicting expressions, double-voiced utterances, abrupt soliloquies and
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confessions, etc. as sincere expressions of truth, let alone functional manifestations of
identity? For this, two theorists help to formulate and balance separate understandings for

the complex expressions of truth in Dostoevsky’s convoluted dialogical form.

2.1.5 A Balanced Approach to Dialogic Truth

Michel Foucault offers a discussion of truth as a formative function of the subject,
and more specifically, he develops the concept of parrhesia as an honest expression of
truth that is directly tied to the identity of its speaker. This particular topic will be the most
useful in conjunction with Bakhtin’s approach to evaluating Dostoevsky because it
emphasizes the importance of a verbal expression of one’s own truth, which is in keeping
with the notion of a character’s voice directed at himself in its negotiation of his own
identity. In this discussion, it will become possible to elaborate on an approach to truth that
covers truth insofar as it becomes a confrontation in Dostoevsky’s novels. The term
confrontation has been chosen specifically because it addresses the Bakhtinian concept of
ideological extension (where voices in the novel work to push the limits of their ideologies)
in Dostoevsky’s approach. Later on, this will be discussed in more detail as it relates to
Foucault’s idea of truth as found at the point of the transgression of an established border.
At this point, though, it is worth mentioning that the concept of “borders” is problematic
for Bakhtin (a problem which extends to Foucault’s discussion, as well) in that it causes a
necessarily paradoxical formulation of truth. Given that truth, as a dialogue, is an ever-
changing (that is, ever transgressing) process of negotiation, there can really be no such
thing as boundary (Morson and Emerson 50-51).

This discussion of Foucault’s approach to direct (or explicit) truth-telling is later

supplemented with an exploration of the approach to truth as it relates to Sigmund Freud’s
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approach. Limiting the analysis of self-developed identity in Dostoevsky’s characters to
Foucauldian veridiction risks overlooking the unspoken dialogic development of these
characters (as mentioned above in the discussion of double-voiced discourse). By
abstracting somewhat Freud’s instruction for psychoanalytic practice, it is easily possible
to apply the basis of psychoanalytic inquiry, in terms of extrapolating subconscious ideas
from patterns in manifest behaviors, to Dostoevsky’s dialogic approach. Understanding the
development of his characters’ ideologies as a dialogue with a psychoanalytic interlocutor
(be it another character, the narrator expressing a contrasting point of view, or the reader
himself) makes it possible to see the development of truth as an inquisition of truth as it
has been misrepresented or refracted through the psychological mechanisms identified by
Freud.

Through the combination of both of these approaches to truth — the self-conscious
verbal expression of one’s own truth as well as the impulsive expression of one’s
unconscious truth — it should become clear that a mutual interaction between these
expressions of truth functions to clarify the negotiation of a character’s identity within
Dostoevsky’s novels.

2.2 Michel Foucault on Truth, Parrhesia and Confession

Foucault’s models are excellent for looking at truth that is conscious and openly
and freely expressed. The purpose of this section is to establish truth as an apperceptive
dialogue between interlocutors, as well as define what truth means and how it functions
with relation to the truth-teller. In particular, the concept of parrhesia will be addressed,
since it relates specifically to a truth that is openly expressed and directly related to the

identity of the speaker. In addition, attention will be paid to the notion of confession (noted
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by Bakhtin as a prevalent feature of Dostoevsky’s narrative approach) as a dialogic process.
The reason for taking this approach will be to allow for the understanding of an expressed
truth by a character as a form of identity expression that contributes directly to the ongoing
process of ideological negotiation. In this section, the term “subject” will be used, as this
is the term most appropriate to use when discussing Foucault’s approach to the
development of truth. This “subject” is readily equated with the characters penned by
Dostoevsky, as they work in the same ways to develop their notions of the truth of
themselves.

Much in the way that Bakhtin ascribes to Dostoevsky, Foucault works to identify
these systems of truth through the exploration of the outer limits of their reasonable
applications. The analyses of madness, illness, crime, deviancy, etc. as transgressions of
these practices of truth are able to illuminate their logical borders. “How do we stand, what
should we do, how should we conduct ourselves, if it is truth that there is and must be a
certain truth about us, and what’s more a truth told to us through what we push furthest
away from us, namely madness death and crime?” (Subjectivity and Truth 12). The states
of flux or crisis that Dostoevsky uses as the platform for his characters’ self-development
fixate on this idea of transgressing a threshold in order to establish what is or is not an
acceptable truth for himself as a character (Problems of Dostoevsky’s Poetics 61)." As
discussed in the last section, this strategy of using plots centered around transgression or
states of dramatic transition emerges out of the similar tradition in the old Socratic

dialogues (Problems of Dostoevsky’s Poetics 111).

7« for in fact Dostoevsky always represents a person on the threshold of a final decision, at a moment of
crisis, at an unfinalizable — an unpredeterminable — turning point for his soul.” (Problems of Dostoevsky’s
Poetics 61).
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2.2.1 Towards Defining Truth

Beyond the idea of truth as being located at the point of transgression of borders, it
is necessary to define the basic terms of truth and subjectivity as Foucault has described
them. From there, the discussion intends to elaborate how to identify these concepts within
the parameters of Dostoevsky’s work. In simple terms, Foucault defines truth as a “system
of obligations” (Subjectivity and Truth 12). This can be interpreted to mean that, within a
given ideological discourse, a thing can be understood as true insofar as it relates
functionally to that discourse: &

...if all these analyses are necessarily carried out through historical

material, the objective of this historical material is not to show the extent to

which truth is changeable and definition of the subject is relative, but the

way in which subjectivities as experience of self and others are constituted

through obligations of truth, through the bonds of what could be called

veridiction. (Subjectivity and Truth 13).

In essence he is saying that the subject must produce the truth about himself, which
is precisely what Bakhtin says that Dostoevsky does. One such obligation of truth is to
analyze and tell the truth of oneself. In terms of Dostoevsky’s writings, if we understand
that the characters are in possession of their own, independent structure of logic through
which the events of the story unfold, this means that we can take their words, actions,

motivations, and perspectives on the words, actions, and motivations of others to be true in

& The “function” referred to here entails the process of transformation undergone by a subject in its
relationship to the system of obligations that constitute truth.
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some capacity. Since this is an extremely broad understanding, the applicability of these

truths will need to be discussed more narrowly moving forward.

Foucault goes on to define subjectivity as “that which is constituted and
transformed in its relationship to its own truth” (Subjectivity and Truth 12). In short,
Foucault identifies subjectivity as the relationship of self to self. This is an assumption that
is readily made by Bakhtin in his theory on Dostoevsky — that the identities of the characters
are formulated as products of their dialogized discourses. The very object of their discourse
is the formulation of themselves as subjects, which coincides with Foucault’s description
of Western subjectivity as a process by which a subject reveals the truth about himself in
order to transform himself into an “object of knowledge,” which allows him the ability to
further transform his truth (On the Government of the Living 225). For Foucault, it is
understood that this development in Western thought operates largely as a function of
correcting sin. For the purposes of this analysis, the notion of the truth of oneself as an
object knowable by the subject will be prioritized. In particular, this will be done with
regard to the dialogic interaction of discourses of truth produced and utilized by the subject
as he engages in that process of self-analysis, which Bakhtin says is paramount in

Dostoevsky.

To narrow in a bit on the process of speaking truth and the way that this can relate
to the dialogized notion of truth in Dostoevsky, | would like to turn to Foucault’s analyses
on processes of speaking truth, in particular, his analysis on the concept of parrhesia. This
is the form of veridiction that I think will be the most relevant for an analysis of
Dostoevsky’s novels mostly because of the priority placed by the author on the self-

analysis of his characters, as well as the unique feature that truth, when spoken about the
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subject outside of a dialogic interaction, constitutes a lie. This last point makes the concept
of parrhesia particularly relevant since it highlights the identity-constituting function of
the forms of veridiction utilized by Dostoevsky. The link to identity that is inherent in
parrhesia, as well as the potential threat that it poses for the subject himself, provides a
basis for the rejection of external truths leveled against the subject. From here, | would
like to discuss the different developments of parrhesia over time (as outlined by Foucault)
and use examples from these novels that exemplify each (though, my point is of course not
that these instances are examples of this sort of parrhesia, but that these models of
parrhesia with their respective emphases illuminate what is significant about these

expressions of truth in Dostoevsky).

Foucault defines parrhesia as a process of speaking out, speaking truth freely and
concealing nothing. There are a couple of stipulations to this practice that he identifies.
First, one must tie oneself (more specifically one’s identity) to the truth that one speaks.
That is, one must truly believe the truth that one speaks, and that fact must be known.
Secondly, the one speaking must be putting himself at risk in some capacity by the
profession of his truth (Courage of Truth 9-13). This notion of parrhesia is a precursor to
more recent practices of self-confession (which features predominantly in Dostoevsky’s
writing) and is necessary to understand in order to see how the truths that his characters
express come into play as formative structures of their identities.

2.2.2 Developments in Parrhesia Over Time

There are a number of developments in parrhesia over time that are relevant to the

forms of veridiction that occur in some of the interactions between Dostoevsky’s

characters. The first development occurs with what Foucault terms ethical parrhesia or
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Socratic parrhesia. This shift organizes the practice of truth telling around the imperative
of self-care, or self-interrogation. Within the context of this thesis, this process will be
discussed as a reference for the process of self-analysis asserted by Bakhtin to be the key
defining feature of the development of Dostoevsky’s characters. Beyond simply expressing
a truth honestly held by the subject, the subject must now be able to account for that truth.
In short, this process entails the ability to trace one’s reasoning and the drive to expel false

truths (Courage of Truth 85-92).

In The Idiot, Madame Epanchin and her daughters frequently question, even
challenge, Myshkin on the unusual things he says. Their particular interactions often allow
for Myshkin to spend some time expanding on his perspective, providing an explanation,
or account, for his belief. One such conversation takes place at the start of the novel, when
Myshkin meets Madame Epanchin and her daughters for the first time. Madame Epanchin,
having had very low expectations of the prince before meeting him, is rather favorably
impressed by his polite and well-spoken demeanor, and they begin a conversation in which
Myshkin talks about his experience abroad. Between Madame Epanchin and her daughters,
they often interject with questions for the prince, not so much about the events of his
travels, but about his outlook and his beliefs as a person that motivate and influence his
actions. This provides a space for Myshkin to enter into a long monologue that reveals his
deep, empathetic love of humanity. What is relevant here is the characterization of this
interview. At the end of their conversation, Madame Epanchin says to Myshkin, “Well,
they have put you through your examination” (The Idiot 70).° The goal in their conversation

with him was precisely to get an account of him which, per the discussion of Bakhtin, can

% “Bot u nposx3amenosanu!” (Mouom 58).

27



only reliably be obtained through the prince himself. Throughout the discussion, the prince
is described as “confused” or “disconnected,” and it is through questionings or challenges
by the Epanchin women that he finally provides an account of his perspective and what it
means to him. These accounts provide this sort of self-analysis that gives a clearer insight

into how he thinks and understands the world.

Another significant development in the notion of parrhesia occurs with the Cynics.
In Foucault’s telling, the Cynic development led to the linking of life and truth.
Specifically, the Cynic form of life “[made] the form of existence an essential condition of
truth telling. It [made] the form of existence the reductive practice which [made] space for
truth-telling” (Courage of Truth 172). In other words, life in this mode must be lived in a
way that optimizes veridiction. This development in the practice of parrhesia fits into this
thesis in the sense that it allows for an understanding of the idea (shared by Bakhtin and
Foucault) that truth can be found at the point of transgression of borders. As Bakhtin states,
Dostoevsky centers his narratives around a point of transition, or a threshold, where the
development of his characters’ identities takes place. This threshold and the plot action that
takes place around it can potentially be interpreted in terms of a “lived truth,” or a

connection between the practice of life and an expressed truth.

Foucault describes an aspect of the Cynic mode of life that works to extend to their
logical limit the values of a “true life” (relevant to the practice of parrhesia) that include
living in a manner that keeps one’s intentions unconcealed, practicing its key values
independent of one another, keeping in line with the rules outlined by one’s structure of
truth, maintaining individual sovereignty, etc. (Courage of Truth 231-247). The Cynic

practice here takes these values and, by extending them, enacts a sort of “reversal” that
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produces the aforementioned scandal of truth and transforms the “true life” into an “other
life” that shamelessly utilizes its truth in an attempt to express it to others (Courage of

Truth 283-287).

The idea that life and truth are fused, particularly in the sense of the transgression
of borders in order to illuminate that truth, can be easily identified in Raskolnikov’s
intention to demonstrate his ideology of crime and those who can excusably commit it. On
the surface, it is his intention to commit his crime of killing the old woman who, per his
conceptualization, does harm to others and, as a result, perform a service for society at
large. He would be able to do this, per his conceptualization, because of his status as an
“exceptional” human being who is able to perform otherwise morally reprehensible actions
without guilt so long as it is done for the greater good of mankind. This intention could be
seen as the willful transgression of the conventional borders of morality in order to reveal
a deeper truth, and his attempts to perform this action constitute a linking of this truth to
his life. It seems like an obvious logical step to understand this linkage of truth to life as a
performance of the truth of one’s identity. Although, given the failure of Raskolnikov’s
attempts to perform this “truth” as he understands it, one could question what this says
about the potential for the legitimacy of his attempts to live a held truth.'® It may be argued,
however, that this could also represent a sort of “reversal” in that it still demonstrates a
certain truth of Raskolnikov’s identity as he transgresses borders of morality; it simply

does not reflect a truth about himself that he will state openly (or may not even be

10 This will be discussed later on with regards to what Bakhtin has said about the flaws in any ostensibly
finalized epistemology of truth, as well as its link to the unfinalizability of a character’s identity.
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consciously aware of). This, too, will be discussed later on in terms of Freud and the idea

of a subconscious truth of the self.

A final, yet keenly relevant, understanding of parrhesia comes in the connections
that Foucault has identified to Christian asceticism. This is the final development that |
would like to draw into this analysis, and it is particularly relevant to the function of self-
confession and penance as it manifests in Dostoevsky’s writing. The idea of confession
here is particularly relevant to the discussion of the truth of oneself as dialogue, since it
automatically assumes an interlocutor and, arguably, a functional process of negotiation

with regards to the truth being spoken.

A key feature of this transition in parrhesia is the emphasis on an “other world”
that can be reached through the practice of a good (understood as truthful) life (Courage of
Truth 319). While Christianity does play a major role in Dostoevsky’s writing, for the
purposes of this analysis, to avoid clouding the issue of truth and motivations for truth
telling, I believe it would be appropriate to reframe the understanding of the “other world”
as a broader concept of the truth of one’s identity. Also relevant are the notions of
obedience, confession, and penance that appear in this new function of parrhesia.
Obedience enters the equation on the basis of obligation to speak the truth, only now the
obligation arises out of an institution — it is an obligation to God — rather than out of a
relationship to the self or to humanity (Courage of Truth 320). The stress on obedience to
an authority above oneself results in a necessary skepticism of knowing the truth of oneself,
which undermines the value of parrhesia as a mechanism of self-investigation. It becomes
possible to see this sort of investigation as faulty, presumptuous, and overconfident

(Courage of Truth 335-336).
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This is where the notion of confession becomes predominant in the practice of truth.
In order to maintain an adequate relation to the truth and oneself (one that is determined by
an institution of power, rather than by self-examination), one must persist in a process of
veridiction through confession in order to externalize one’s truth and verify it through that
institution. “...if the indispensable mechanism of discretio (good judgement) that human
nature lacks can be re-established by the fact of confession, or rather by the very form of
confession that is the principle of discretion, this entails that confession be perpetual and
continuous” (On the Government of the Living 306). This is where the connection to
dialogue as it is used by Dostoevsky to reach a character’s truth can be drawn. It is also
important in comparison with the first form of parrhesia discussed, since it pushes the role
of interlocutor into a stronger dialogic role with the speaker. For Dostoevsky’s characters,
who often speak to a projected or imagined interlocutor, the difference between

introspection and confession is sometimes murky, yet interesting to consider.

The difference between the two usually lies in the function that the interlocutor’s
voice (be it real or imagined by the speaker) is performing. For an introspective (that is,
self-analytical) role, this usually entails leading the speaker to explain or provide an
account for their beliefs or actions. For the more confessional role, this function likely takes
on the role of verbalizing an alternative ideology as an opposing voice to the speaker’s.
This difference might be seen in the example of Raskolnikov’s confessions to Sonia and
his sister Dunia. Although his confession to Sonia is complex and significant for a number
of reasons, her role in the discussion is more to guide him through his own reasoning behind
the action (that is, to help him to account for the truth of his actions and what that says

about him) than to provide an opposing voice that challenges his reasoning. In

31



Raskolnikov’s confession to Dunia, however, she is more direct in her challenges to his
reasoning. He does more to elaborate his ideological position in response (although he
ultimately fails to defend it in this dialogue) than to account for the reasoning behind his

actions.

In On the Government of the Living, Foucault differentiates between the terms
confessio and exomologesis. In essence, confessio is the verbal act of confession. It is a
private act which describes the transgression and allows for the performance of an
evaluation or analysis. Exomologesis, on the other hand, entails a public act — manifesting
oneself as a sinner. Its meaning is derived from the act of attributing, publicly, to oneself
the identity of “sinner” (211-215). In this sense, one is expressing a truth of oneself that is
in and of itself a constitutive feature of one’s identity. Within the framework of an
unfinalizable person, as discussed by Bakhtin, this act of identifying oneself contributes to
an ongoing dialogue of one’s own truth, which I believe could help to account for the
paradox of truthful humility discussed by Foucault to be a result of this public performance

of one’s identity as a sinner (On the Government of the Living 215).

The purpose of elaborating the difference between confessio and exomologesis is
to provide a fitting structure with which to look at different types of confession that appear
in these novels. With these two aspects of confession, we can identify different motivations
for acts of confession in the novels that account for their seemingly strange or out of place
nature. On the whole, it seems that the public practice of confession, these exomologesis-
style outbursts, are more common in Dostoevsky’s narratives. Given our understanding of
the driving force of his narratives as being the dialogic development of his characters’

voices (and their identities as a whole), this makes sense. In Crime and Punishment, we

32



see an example of confession that is by no means traditional, but which does follow this
pattern of an enumeration and evaluation of sin followed by public performance of penance
in Raskolnikov’s confession to Sonia. Upon elaborating his crimes to her and undertaking
a process of examination of those crimes, she directs him to confess. She tells him to
perform a literal act of public penance by going to a crossroads, kissing the earth, and

declaring aloud that he is a murderer (Crime and Punishment 399).!

There are limits/assumptions made in the Foucauldian theory that don’t account for
the contradictions prevalent throughout Dostoevsky’s novels. The approach based on
Foucault is more conducive to those confessional models where truth is spoken consciously
by the speaker and coincides with their ideology and self-image. For contradictions that
occur with that understanding, we can turn to Freud to reveal subconscious manifestations

of truth that are still constitutive to identity.

2.3 Freud on Indirect Truth

Before coming to Freud’s conception of truth, I would like to take a slight detour
to Friedrich Nietzsche’s philosophy on truth. This is necessary in order to firmly establish
Freud’s discussion of compulsion in human behavior as an acceptable expression of truth

— a point which would otherwise remain unclear.

An article by Shai Frogel allows us to reclaim subconscious identity as a practice
of truth. Frogel is able to equate Freud’s death drive with Nietzsche’s will to truth as a
dialectic between life (guided by a principle of change) and death (guided by a principle of

constancy). He privileges Nietzsche’s new ethics on the basis of its metaphysical

1 (Ilpecmynnenue u Haxazanue 366)
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assumption of life as predominant over truth, due to the fact that life is the platform upon
which truth is able to take place. From there, he utilizes Nietzsche’s concept of the will to
power as a synthesis between the will to life and the will to truth. The former prioritizes
self-overcoming, the persistence of life as a changeable state, while the latter prioritizes
self-identity, or maintaining a consistent framework through which to understand one’s life
as true. This is why Frogel would like to understand Freud’s death drive as a truth drive,
which still allows for psychological determination to occur as a process of stability but
does not result in the paradoxical conclusion that the aim of life is death. Rather, the
truth/death drive serves life by giving it shape (Frogel 90-91). With this understanding of
Freud’s death drive, we can say that the compulsive behaviors attributed to the drive can
be understood as a manifestation of a subconscious truth — one that is integral to the
formation of the subject’s identity. In addition, a contemporary trend in psychoanalytical
thought holds that the repetition compulsion that is central to Freud’s death drive functions
to “[fill] in psychic voids.” The behaviors that repeat represent a sense of self that exists
underneath or before a coherent, stable identity, and this sort of subconscious identity

manifests itself in these repeated behaviors in order to achieve recognition (Levine I11).

2.3.1 Repeated Truth

With the connection between Freud’s theories of compulsion and human behavior
and the notion of truth established, we can move on to a more detailed discussion of a
couple of theories in particular. In order to understand Freud’s approach to truth, we must
resort to his concept of repetition compulsion, which constitutes part of the “death drive”
that challenges and intertwines with the “pleasure principle” that guides human behavior.

This concept describes the compulsion to restage unpleasant experiences from the subject’s
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past, which would seem to contradict the pleasure principle as the guiding behavioral force.
Freud reconciles this contradiction by theorizing that the restaging of unpleasant
experiences satisfies some other desire than the one that seeks pleasure in all things. Either
by mastery of the unpleasant scenario, achieved by being the active force behind the
occurrence of the unpleasurable situation, or by the exacting of vengeance against a proxy
of the original active force, the restaging provides a kind of cathartic satisfaction for the

subject (Beyond the Pleasure Principle, 8-10).

These experiences are restaged in an attempt to “master” the situation by
negotiating the unpleasurable identity and reasserting it on one’s own terms. Freud remarks
in his essay, “What psychoanalysis reveals in the transference phenomena of neurotics can
also be observed in the lives of some normal people. The impression they give is of being
pursued by a malignant fate or possessed by some ‘daemonic’ power...” (Beyond the

Pleasure Principle 15).

This phenomenon is fairly clear in the character of Nastasya Fillipovna. As
discussed previously, she oscillates between her inclination towards Myshkin as a symbol
of redemption and her reversion to Rogozhin, who represents her status as a “low woman.”
It can be readily argued that her repeated acceptance of Myshkin and what he represents,
shortly followed by her running away from him and back to Rogozhin, represents this sort
of compulsion to repeat an unpleasant scenario. In this situation, the unpleasantness
consists of her integrity being violated by a man who covets her as a commodity to possess.
Rogozhin, like Totsky who initiated this process, uses his wealth to, more or less,
“purchase” her, but her participation in this process is not motivated by their money.

Nastasya Fillipovna makes it clear that, to her understanding, her relationship to these men
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reflects her status and character. By taking it upon herself to stage this process of retreat

and return, she is able to assert this identity on her own terms.

Since it has now been established that the Freudian death drive, insofar as it consists
of a compulsion to repeat unpleasurable experiences, constitutes a compulsion towards
truth, it is also possible to say that the presence of these compulsions in Dostoevsky’s
writing fits within what Bakhtin described as a character expressing a truth of himself. This
exists in contrast to, but still alongside Foucault’s ideas of a more rigorous (or a more
conscious and intentional) self-analysis, but it still functions as an identity-constituting

practice of truth.

A connection might also be drawn between the expression of subconsciously held
truths of oneself and the subtextual meanings of double-voiced utterances described by
Bakhtin. As mentioned previously, the full meaning of an utterance that is directed at
another’s speech must be discerned by the speaker’s interlocutor. In this sense, the “other’s
speech” to which the speaker is referring could be considered the subconscious
characterization of himself that he holds. This helps to account for apparent contradictions
between a character’s speech and actions in a way that is still in keeping with the dialogue

that works on a progressive negotiation of his identity.

2.3.2 Shame and Heteroglossia

Shame is an interesting emotion that seems to come up frequently in Dostoevsky’s
writing. In many cases, it seems to function as a motivator in a character’s discourse on
himself, which requires it to be analyzed in terms of its impact on a character’s self-image.
In Freudian terms, shame arises out of a tension between the ego and the ego-ideal. It is

differentiated from guilt, for example, in that the latter arises from tension between the ego
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and the superego. To clarify, guilt comes from the transgression of boundaries set by the
superego, whereas shame arises when a goal, or vision of the self, held by the ego-ideal

isn’t being met (Piers and Singer, 10-12).

This final point, that there is an image of the self that is being transgressed or
otherwise violated, follows the same sort of logic that we have so far seen again and again.
It is possible to say that these two conflicting images, the dialogue between them, could
comprise two opposing voices, in keeping with the Bakhtinian elaboration of heteroglossia.
These warring ideologies of the self develop their dialogue through this mechanism

experienced by the character as shame.

Perhaps the readiest example of shame is Dostoevsky is visible in the character of
Raskolnikov. His shame is felt deeply, and even constitutes one of the major reasons behind
his crime. In this case, shame is a product of the conflict between his perceived self (the
sort of “exceptional” man that he envisions as the hero of his constructed ideology of crime)
which is exacerbated by his mother’s praise of him as a great and capable man, and the
reality of his circumstances, which are marked by destitution, unemployment, mental and
physical illness, etc. It is apparent that this shame constitutes a dialogic process which
functions to elaborate the truth of the character’s identity, rather than a singular product of
the interaction between his opposing ideas of himself. This concept is visible in the strange
and incongruous interaction between Raskolnikov, the policeman, and the intoxicated girl
towards the beginning of Crime and Punishment. Upon first noticing that the girl is
stumbling around and vulnerable (in fact, is being targeted by a nearby “dandy”),
Raskolnikov’s first impulse is to keep an eye on her and alert a nearby policeman to help

in getting her home. He even hands over the last twenty kopecks in his pocket so that the
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policeman can call a cab for the girl. Even as the officer is trying to help the girl, something
“flips” in Raskolnikov, and he suddenly calls after the officer to leave the girl alone and let
the dandy do what he will with her. It strikes the reader as strange that Raskolnikov would
suddenly and without provocation reject his initial noble impulse to help her. The catalyst
for this change (if indeed there is one) would seem to be the lamentation of the police
officer of the rampant vice of the day and the shameful effect it has had on this girl. It may
be possible to say that this commentary on contemporary society constitutes an ideological
voice with which Raskolnikov then enters into dialogue. The fact that the police officer
himself is perplexed by Raskolnikov’s sudden shift and immediately leaves the narrative
indicates that it is not the officer’s voice per se, but the ideology that he expresses that
Raskolnikov is in dialogue with. In the immediate aftermath, Raskolnikov has the

following discussion with himself:
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And why did I want to interfere? Is it for me to help?...Poor girl! She will
come to her senses and weep, and then her mother will find out...She will
give her a beating, a horrible, shameful beating and then maybe throw her
out...and the girl will soon be slipping out on the sly here and there...Have
| not seen cases like that?...Ugh! But what does it matter? A certain
percentage of us, they tell us, must every year go...that way...to the devil,
I'suppose, so that the rest may remain fresh, and not be interfered with...But

what if Dunechka were one of the percentage! (Crime and Punishment 51)*?

These musings represent a conflict between two ideological positions regarding
society — a conflict which is present and discussed throughout the story — but in addition to
that, it can also be seen as a reflection of the conflict in Raskolnikov’s understanding of his
own position. He refers to the predatory dandy as “Svidrigailov,” which is the name of
Raskolnikov’s sister’s impertinent employer who had inappropriately propositioned her,
causing a scandal about which Raskolnikov had only recently learned (Crime and
Punishment 33-34, 48)." This demonstrates that, in Raskolnikov’s view, there is a clear
parallel between the vulnerable girl and his own sister. The lamentations by the police
officer over the girl’s situations might, in this case, reinforce the failure of Raskolnikov to

be the provider for his family, which is largely the core of his feelings of shame. Therefore,

12 “H wero s BBs3anCs TYT momorath! Hy mMue nu omorats?...Bennas nesouka! OuHETCs, MOMIAYET, IOTOM
Matb y3HaeT...CHadana npuoObeT, a MOTOM BBICEUET, OOJBHO M C TI030POM, TOKaIYH, ¥ CTOHHT. ..M HAYHET
LIMBITaTh MOS JIEBOYKa, TyAa U ctoza...Passe s takux He Bupan?.. Tedy! A mycts! Oto0, roBopsr, Tak y
cinenyer. Takoil IpoLEHT, TOBOPST, IOJDKEH YXOANUTD KXKIBIA TOJI. .. KyAa-ToO...K YePTY, JOJDKHO OBITh, YT00
OCTAJILHBIX OCBEXaTh MU UM HE Memarh...A 4TO, Koib W JlyHedka Kak-HHOYJIb B MPOIEHT momajnet!”
(ITpecmynnenue u Haxazanue 46-47).

B (Ilpecmynnenue u Haxazanue 30-31, 44).
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his perplexing shift in demeanor could be seen as a product of his negotiation of that shame,

which (per the above dialogue with himself) remains unresolved.

Through Freud, it is possible to see a deeper level of a character’s identity as a
manifestation of a held truth. Both the “death drive,” conceptualized as a compulsion to
repeat unpleasant circumstances (potentially also understood as conditions that contradict
the ideology openly expressed by a character) and the experience of shame (or, more
broadly, a contradiction between the perceived self and lived experience) function in
dialogue with the more openly expressed forms of a character’s truth to serve the
negotiation of that character’s identity. The significance of considering both of these levels
of truth is to capture a fuller scope of the dialogic development of these characters’
identities by incorporating the unspoken or implicit dialogue between these subsurface
expressions of truth and the surface dialogue between openly expressed ideologies, all in
keeping with the Bakhtinian characterization of Dostoevsky’s writing. This will further
allow for a more concrete foundation on which to analyze and compare certain characters
who, while appearing to think and function in similar ways, engage in more complex inner

dialogues that develop their characters differently.

As an example, characters such as The Idiot’s General Ivolgin and Crime and
Punishment’s Marmeladov are similar in many ways. Both men are characterized by their
bad habits, tendency to lie and to fail to support their families. Both men even have
daughters who find themselves to be more or less the primary supporter of the family.
Marmeladov, for his part, is relatively lucid with regards to his position. He seems to define
himself, openly, as a perpetual squanderer. This might be seen as an open, self-conscious

manifestation of a truth of himself which, per Foucault, could constitute a “lived truth”
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which illuminates the truth of his identity as failure. At the same time, by virtue of
acknowledging, even reveling, in this identity, he gives an impression that he regards
himself, subconsciously, as a sort of martyr for doing so. He asserts to Raskolnikov that
the beatings he receives at the hands of his wife in retaliation for having drunk away all of

their money are “not a pain...but even an enjoyment” (Crime and Punishment 26).%4

General Ivolgin, for his part, gives an opposite impression. Although he does
occupy a very similar role to Marmeladov, the general’s enjoyment is in telling detailed
and extravagant lies which, were they remotely believable, would reveal a noble past with
excellent connections and reputation. He hates to be caught in any of these lies and will
become very angry if confronted, which would seem to give the impression that his
expressed truth of identity is characterized by his delusions, which allow him to maintain
a still lofty opinion of himself. The sort of lying done by General Ivolgin is a very specific
form of lying that constitutes a sort of “self-fashioning” behavior. Deborah Martinsen
writes about Dostoevsky’s usage of this sort of lying (Bpause) in the character of the
general, which she identifies as a function of a shameful self-identity. As she states,
“[Dostoevsky] identifies shame as one of its two primary sources, writing ‘MsI Bce
cThimMest camoro cebs.””* The object of shame is one’s identity, i.e. who one
is...Dostoevsky links lying and a sense of identity; thus, he claims that all Russians lie
because they are ashamed of their true selves and want to be other than they are” (“The
Cover-Up” 184-185). She discusses the context for these lies, which are always situations

in which he is reminded of his shameful social position. At these moments, it becomes

14 “A moGoes He 00IOCh...3Hali, Cyapb, YTO MHE TAKOBBIE 000K HE TOKMO HE B 0OJIb, HO U HACIAXKIEHUE
owiBatotr” ([Ipecmynnenue u Haxasanue 23-24).
15 “We are all ashamed of ourselves.”
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clear to the reader that he is, on some level, aware of the absurdity of his own lies and feels
a deeper sense of shame and insecurity. One such example is the conversation that he has
with Myshkin in which he expresses anger towards Lebedev for telling an innocent lie
about having been present for Napoleon’s 1812 invasion. This exchange strikes the reader
as hypocritical, even funny, as it immediately precedes a lengthy and clearly made-up story
by the general of his own even more unlikely experience of the invasion. The general states
that, “an innocent lie, however crude, to raise a laugh, does not wound a human heart. One
man will tell a lie, if you like, simply from friendship, to please the man he is talking to;
but if there’s a suspicion of disrespect...there’s nothing left for a man of honor but to turn
away and break off all connection, putting the offender in his proper place” (The Idiot
454).% This could be taken as an indication of the general’s insecurity regarding others’
perception of him, which complicates his tendency to tell these extravagant, blatant lies.
As it is a compulsion of his, it is easy to see it as a repetition compulsion which reveals an
understanding of himself as dishonorable and deserving of abandonment. In this sense, he
is revealing (through his lies) a subconscious truth of himself. This particular lie is notable
because, later on in the story, the general thinks back to the reaction Myshkin has to his
tale and realizes, much to his shame, that Myshkin did not believe his lie. In this sense, the
general feels that Myshkin is rejecting a truth that he has expressed about himself (although

it was cloaked in a semi-whimsical lie) which invalidates his self-fashioned identity.

The contrast between Crime and Punishment’s Marmeladov and The Idiot’s

General Ivolgin is just one example of characters who, although they function in very

16 “HepuHHas J0XKb I/ BECEJIONO CMeXa, XOTA Obl ¥ rpy0as, He OOMKAET cep/la YeaoBeueckoro. HoM u
JIKET-TO, €CJIN XOTHUTEC, U3 O}IHOﬁ TOJIBKO llpy)K6BI, qTO6B] JAOCTaBUTh TEM YJIOBOJILCTBHUC CO6eC€}1HI/IKy; HO
€CJIM TIPOCBEYUBAET HEYBAKEHHE...TO UEJIOBEKY 0JArOPOJHOMY OCTAETCS JIMIIb OTBEPHYTHCS M MOPBATH
CBs3b, YKa3aB 00MIUUKY €ro Hactosiuee Mecto.” (Mouom 360).
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similar ways in their respective novels and can be read within this framework of self-
negotiation of identity, reveal very different, even opposing dialogues of identity in the
interaction between their openly expressed truths and the truths expressed below the
surface. In the following section, additional examples from both novels will be discussed

within this framework to further demonstrate the complexity of these dialogues.
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Chapter 3

Analysis of Identity in Crime and Punishment and The Idiot
The psychologically complex characters found in Dostoevsky’s novels provide
excellent subjects through which to illustrate the functionality of the framework developed
in the previous chapter. The often self-reflective nature of his characters brings to the
forefront the negotiation involved as the character builds and explores the fluid truth of his
own identity. This negotiation takes place through the various forms of dialogue described

in section one, within which we can see the interplay of explicit and subconscious truths.

Beginning with Raskolnikov in Crime and Punishment, as the epitome of a
Dostoeskian character, we can identify various places throughout the novel where the
application of this framework illuminates the transition as the character develops his own
voice. Due to this continual transformation, which constitutes the “unfinalizability” of a
character’s identity, our framework helps to show that a character’s truth can only be
spoken by the character himself as it is ever-evolving. The best way to illustrate this is by
comparison. If Raskolnikov is the epitome of the typical Dostoevsky character, Prince
Myshkin of The Idiot is the prime example of a character who breaks these rules. Myshkin
speaks not only his own truth but tries to level truth against others. By doing so, he renders
static what should be the fluid nature of those characters’ truth, causing it to be an un-truth

posited against that character from an external, non-dialogic perspective.
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3.1 How Raskolnikov Negotiates His Identity as Peak Rogue

Crime and Punishment’s Raskolnikov is easily one of the most developed of
Dostoevsky’s characters that exemplify his love for writing rogues and criminals. The
entire process of his self-negotiation hinges on his identity as a criminal (or, as the
distinction later proves relevant, one who commits a crime). Within Raskolnikov’s
numerous soliloquies, inner dialogues, and confessional utterances, we can identify a series
of potential discourses of truth that he explores throughout the novel. These discourses are
most visible in Raskolnikov’s moments of confession, owing to his attempts to both
summarize and account for his actions. It is his confession to Sonia, a moment which will
come up again and again in discussion due to its pivotal role in Raskolnikov’s identity
negotiation, which most clearly enumerates his explicitly reasoned potential motives. The
question for Dostoevsky, as stated by Bakhtin, is how a character understands himself in
relation to the world around him. In Crime and Punishment, this question becomes
intertwined directly with the question of Raskolnikov’s motive for his crime. Since
Raskolnikov is such an isolated character, his crime constitutes his key interaction with the
world around him. As such, his motive directly comprises the relationship that he has with

the world at large.

An article by Edward Wasiolek sees the “split” in Raskolnikov’s identity as a
structure of balanced antithesis, which has him undergo a shift from one set of ruling
principles (characterized by his nihilism and self-absorption) to another (characterized by
humility and selflessness). He sees the first half as portraying the rational Raskolnikov who
attempts to organize his life according to his principles of will and reason. As this attempt

fails, the second half sees him attempting to find a new organizing principle. According to
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Wasiolek, both sets of principles are always present within him, which accounts for his
erratic and irrational outbursts throughout the novel (noble impulses at the start, rebellious
impulses at the end) (132). This perspective accounts for the discrepancies in his behavior
in a way that underscores the importance of self-knowledge and the meeting of these two
opposing sides in a functional process of negotiation. This adds an additional dimension to
the question of self-knowledge, which is a procedural self-determination that arises from
that knowledge, and it is this dimension that | think captures a significant aspect to the

process of characterological development in Dostoevsky’s writing.

3.1.1 Raskolnikov’s Explicit Negotiations of Truth

“How could you bring yourself to do it?”” Sonia asks after finding out what he has
done. “To plunder, perhaps?” is Raskolnikov’s initial answer. But as soon as Sonia assents
to this potential motive, Raskolnikov disavows it. “No, Sonia, no...I certainly did want to
help my mother, but...that’s not the real reason either” (Crime and Punishment 392).17
From the outset of this discussion, we can see echoes of dialogues that Raskolnikov has
had with himself throughout the novel. The question of money as a motive was introduced
at the very start of the novel, where Raskolnikov is presented as “hopelessly in debt to his
landlady and [is] afraid of meeting her” (Crime and Punishment 5).1® His anxiety
surrounding money is further established by his receipt of his mother’s letter informing
him of his sister’s upcoming marriage to the successful and wealthy Luzhin. Raskolnikov’s
interpretation of this news, that it represents the “sacrifice” of his sister to someone who

has “already made his fortune,” further establishes the idea that his financial insecurity

17 “na kak BbI...Moram 310 pemmuthesa?” ...~ Hy na, uto6 orpabuts.” ... “Her, CoHs, HET. .. AHCTBUTENHLHO

XOTeJI MOMOYb MaTepH, HO... M 3TO He coBceM BepHO.” (IIpecmynnenue u Haxazanue 359).
8 (ITpecmynnenue u Haxazanue 5).
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constitutes the strongest motive for his crime. In contradiction to this neat and
straightforward motive, however, Raskolnikov never fully addresses the issue of money as
a result of his crime. He rather haphazardly steals the old woman’s valuables after the
murder, he acknowledges that he had only thought vaguely of money as an outcome for his
crime, and therefore had not planned where to hide any valuable trinkets, and (most

tellingly) he rids himself of his hard-won valuables very shortly after the event.

If all this has really been done deliberately and not idiotically, if I really had
a certain and definite object, how is it that I didn’t even glance into the purse
and don’t know what I had there, that purse for which I have undergone
these agonies and have deliberately undertaken this base, filthy, degrading
business? And here | wanted to throw into the water the purse together with
all the things which I had not seen either...how’s that? (Crime and

Punishment 109).%°

This quote explores his own questioning of his motives, and effectively rules out
financial gain as a potential justification for him. The process through which he reaches
this idea is a great example of an internal dialogue of truth. The dialogue between these
voices demonstrates a conscious attempt on his part to interrogate and account for his
hitherto expressed truth, which in turn results in the expulsion of this false truth. We can
also see evidence of those heteroglot voices in dialogue with one another within this single

utterance by Raskolnikov. The voice saying that he can justify this crime by the potential

19 “Ecnu neHCTBHUTENBHO BCE 3TO JENO CAENAHO ObLIO CO3HATENLHO, & HE IO-AyPallKd, €ClH y Tebs
JICHCTBUTEIFHO OBLIa ONpEACNICHHAs W TBEpJas Ielb, TO KaKUM e 00pa3oM ThHI JO CHX IOp JaKe U HE
3arJIsiHyJ B KOIIEJIEK U He 3Haelllb, YTO TeOe J0CTalOCh, H3-3a Yero BCe MYKH NPHUHSI U HA TaKOE MO0
rajJiKoe, HU3Koe JIeNo co3HatesbHO 1ien? /la Beab Thl B BOJY €ro XOTel ceifuac OpOCHTh, KOIIEIOK-TO, BMECTE
CO BCEMH BEIIaMH, KOTOPBIX ThI TOXKE HE BHIAAI. .. D10 Kak xke?” (IIpecmynnenue u Haxazanue 97).
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financial gain, which has followed him from the beginning of the novel, comes into contact
with another voice, which refutes the first and instead calls for another possibility. “It’s
because I’m very ill,” he concludes (Crime and Punishment 109).2

This same pattern of potential motive borne out in dialogue and contradicted by a
contesting voice plays out for each excuse offered by Raskolnikov. Another example that
Raskolnikov confesses to Sonia is his desire “to become a Napoleon” (Crime and
Punishment 394).2! This is the reason rooted in his idea that extraordinary men have a right,
even an obligation, to transgress the law in order to realize their extraordinary ideas (Crime
and Punishment 246-248).2 The formulation of this idea is attributed to an article written
by Raskolnikov himself, although it is presented curiously in a roundabout way in the text
— summarized by Porfiry in order to begin a discussion on the topic. For the reader’s sake,
the key ideas of Raskolnikov’s theory are discussed plainly in this scene. But from this
point, it becomes clear in retrospect that Raskolnikov had been toying with these ideas as
part of his motive since the beginning of the novel. In a flashback shortly before he commits
his crime, we see Raskolnikov sitting in a little tavern, reflecting on his first meeting with
the old lady. He overhears a nearby conversation about the relative morality of murdering
an evil old woman (the very same woman Raskolnikov is thinking about) and using her
wealth to benefit the needy. Raskolnikov is incredibly affected by this conversation not
because it inspires him to think along these lines, but because it reflects the very same ideas
that he has already been considering. Taking this as a sign from the universe, Raskolnikov

is spurred into action. This is not, however, the result of his having resolved his inner

2 “310 oTTOTO, UTO 51 OUEHB GoNEN” ([Ipecmynnenue u Haxazanue 97).
21 “g xoren Hanmoneornom caenartscs” (ITpecmynnenue u Haxazanue 361).
22 (IIpecmynnenue u Haxazanue 224-229)
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dialogue on the subject, and in fact the more he considers the points, the less resolved it

seems to him to be.

We may note in passing, one peculiarity in regard to all the final resolutions
taken by him in the matter; they had one strange characteristic: the more
final they were, the more hideous and the more absurd they once became in
his eyes. In spite of all his agonizing inward struggle, he never for a single
instant all that time could believe in the carrying out of his plans. And,
indeed, if it had ever happened that everything to the least point could have
been considered and finally settled, and no uncertainty of any kind had
remained, he would, it seems, have renounced it all as something absurd,
monstrous and impossible. But a whole heap of unsettled points and

uncertainties remained. (Crime and Punishment 70).23

This passage summarizes the conflict of the two opposing voices in his head. It
seems to represent another dialogized multi-voiced discourse on his part. On the one hand,
he is engaging this voice that has had these debates on the relative morality of such an
action and planned it all out. On the other hand, he is consistently challenging this voice
with another that views the action as heinous to the point of absurdity. This challenge plays

out in the sense that, even as the first voice succeeds in spurring him into action in a

23 3aMeTHM KCTaTH OIHY 0COOEHHOCTB M0 II0BOLY BCEX OKOHYATEILHBIX PEIICHHI, Y2KE IPHATHEIX UM B 3TOM
nene. OHU MMENH OJHO CTPAHHOE CBOWCTBO: YeM OKOHYATEILHOEC OHM CTAHOBIIINCH, TeM Oe300pasHee,
HeJIeTee TOTYAC K€ CTAHOBHIIUCH M B €ro riia3ax. HecMOoTps Ha BCIO MyYHTEIBHYIO BHYTPEHHIOI OOpBOY
CBOIO, OH HUKOTJIa HY Ha OJIHO MTHOBEHHUE HE MOT YBEPOBaTh B UCIIOJIHUMOCTH CBOMX 3aMBICIIOB, BO BCE 3TO
Bpemsi. U ecim OBI Haxke CIy4mIOCh KOTJa-HUOYAb TakK, YTO YXKE BCE JO MOCIECIHECH TOYKH OBLIO OB UM
pazo0paHo M pemeHo OKOHYATEIFHO ¥ COMHEHUH HE OCTaBaJIOCh OBl y)ke 00Jiee HUKAKUX, -- TO TyT-TO OBI,
KaXETCsA, OH M OTKaszaJICi OT BCETO, KaK OT HCJICNIOCTH, YYyAOBHUIIHOCTH W HEBO3MOXHOCTH. Ho
HepaspeIeHHBIX MyHKTOB W COMHEHHI 0CTaBaoch eie 1einas 6esmua (Ilpecmynienue u Haxaszanue 63).
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practical sense, the second manages to supersede the first by disavowing the decision even

as it is happening and rendering it still undecided overall.

The fact that these two voices are interacting in an attempt to resolve a question
indicates clearly that a negotiation of truth is occurring in some form. What makes this
particular interaction interesting is that it is still relatively unclear what form this truth is
taking. Initially, it seems that the goal of this negotiation is to resolve whether or not
Raskolnikov should perform a certain action. From this, it is possible to conclude that the
truth he is negotiating in relation to the ultimate question (who he is in relation to the world
around him) will finally resolve itself in the form of an action based on that truth. This
would indicate that what Raskolnikov is doing is attempting to link his life with truth,
which coincides well and clearly with the Cynic mode of truth elaborated by Foucault.
Upon further reflection, however, it seems that this performance of truth is undercut by the
fact that the dialogue is still occurring even as the performance of action takes place. In
fact, the more decisive the action, the more disconnected it becomes from the dialogue

surrounding it.

That said, the idea that this dialogue represents a link between life and truth makes
more sense if one considers not the crime itself to be the action, but the failure to carry it
out effectively. One of the key points in Raskolnikov’s inner dialogue is that criminals
often fail to conceal their crimes because of a failure of will. The voice that is arguing in
favor of his crime uses this musing to assert that, since he has decided that his own will

would remain unimpaired, therefore his action could not be a real crime (Crime and

50



Punishment 71).2* From the perspective of the voice which argues for the reprehensibility
of his action, it makes far more sense to represent this scene as a linking of truth with life,
as the unresolved decision to act in conjunction with his paradoxically decisive actions

could constitute a failure of will in the moment of perpetration.

Although these dialogic negotiations have been taking place within Raskolnikov
throughout the course of the novel, all comes to a head in his confession to Sonia. Since
this is a confessional utterance, it performs that function of allowing him to check his logic
(which he has been working on in fits and starts until this point) against Sonia as an
interlocutor. She performs her role well by entertaining each of his potential justifications
in turn and rebuking him for faulty logic where necessary. As Raskolnikov himself
demonstrates, none of his potential motives is sufficient to answer the question of who he
is in relation to the world. Each of these little dialogues that he enacts constitutes a
conscious, explicit formulation of truth, which he negotiates and repeatedly refutes as
faulty or incomplete assessments of his own character. Although these unresolved
negotiations are in keeping with the unfinalizable nature of Dostoevsky’s characters, they
each constitute a negative formulation of identity. Still missing is a positive determination
of Raskolnikov’s identity, so in order to supplement these incomplete negotiations, it is

necessary to turn to the subconscious manifestations of his identity.

The question of Raskolnikov’s self-knowledge and conscious expression of truth,
however, is complicated by the disjointed nature of his thinking. An article by Garry

Hagberg describes Raskolnikov’s loss of control over his thoughts, his language, and his

24 (Ilpecmynnenue u Haxazanue 64-65)
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retreat from coherent cognition. In this sense, psychic unity and stability are lost, and a
resolution is sought in resolute, self-defining action. According to Hagberg, Dostoevsky is
effectively portraying how a mind in such a fragile or undefined state will grasp towards
identity, even an ill-constructed one (21-24). The loss of control over his utterances does
not invalidate those utterances as expressions of Raskolnikov’s held truths, however.
Instead, they work to reveal truths that he is unable or unwilling to consciously formulate,
but which still function within that framework of formative dialogue to establish an identity
that Raskolnikov holds subconsciously. “The murderous idea,” writes Hagberg, “that he
attempts to declare as alien (‘stopped as if suddenly struck’), as coming from a source
outside himself (‘enter my mind’), he actually knows — against this attempted self-
deception — to be his own, to have emanated from within” (21). By addressing the
expressions of truth that are being negotiated subconsciously by Raskolnikov, we can
identify the form of self-knowledge that works to constitute a positive formulation of

identity.

3.1.2 Raskolnikov’s Subconscious Negotiations of Truth

Shame is a particularly relevant emotion when considering the topic of self-
determination in Dostoevsky’s characters. This is important for interpreting the dialogues
of a character’s truth because any shame that is felt gives a clear indication of that truth
that is held, consciously or subconsciously, by the character. It is in moments of keenly felt
shame that particularly significant dialogues are enacted by characters. Shame is a key
component of Crime and Punishment, as it acts as a catalyst, even a motivator, for major

narrative events. For Raskolnikov, shame manifests sharply at certain times following
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instances of perceived failure or powerlessness, and each points clearly towards the

unconscious perception that he has of himself.

Deborah Martinsen writes about the role that Raskolnikov’s shame plays in his
behavior throughout the novel. She reveals shame as a source of self-inquiry for
Raskolnikov, as it functions as a primary motivator in his actions following his crime
(rather than guilt, which one might expect from a remorseful killer). Both, she says, are
manifest in the story. The dual murder reveals this; Raskolnikov kills the pawnbroker
deliberately and her sister circumstantially, unintentionally. In the rare moments when he
reflects on this, he feels guilt over Lizaveta’s murder, but his primary focus always returns
to his murder of the old woman, which is characterized by his experience of shame. This
is incredibly significant to Raskolnikov’s character, because shame relates directly to one’s
identity. According to Martinsen, “[s]hame arises when a person negatively evaluates
his/her own self in relation to an idealized self, thereby arousing feelings of inferiority or

inadequacy” (51-52).

With regards to Raskolnikov, the experiences of shame which mark the
transgression of his subconscious ideal self tend to arise at moments where the realities of
his condition (destitution, unemployment, physical and mental illness, and most
significantly, moments when the success of his perpetration of murder is in question) bump
up against his internalized perception of his own potential for greatness. If his experiences
of shame reveal this about his subconscious ideal, how can we account for these shameful
experiences as a representation of his own subconscious truth? The way in which
Raskolnikov’s shame can be understood to represent his own subconscious identity

requires a return to the Freudian idea of the repetition compulsion. To recap, this is the
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concept which describes the compulsion to restage unpleasurable events from one’s life in
an attempt to assert self-mastery or subtle influence over one’s circumstances.
Raskolnikov’s sources of shame indicate that the repetitious cycle of unpleasurable
behavior that he is repeating is one of failure to live up to expectations of greatness. From
this, it is possible to conclude that Raskolnikov’s subconsciously expressed identity is that

of a perpetual failure.

In keeping with the pattern established by his cyclical restaging of failure, the
process of Raskolnikov’s crime is also marked by both failure and, subsequently, shame.
It is true that the gripping conflict in the story is whether or not Raskolnikov will confess
to his crime, but the investigation and suspicion directed towards him are certainly not
insignificant. Raskolnikov sets the tone for his own shame later on with his elaboration on
the significant failing of most crime —and how his own crime would be different. He comes
to the conclusion that most criminals get caught because they are subject to a “failure of
will and reasoning power” that causes them to panic and sloppily conceal their crime and
leave evidence behind (Crime and Punishment 71).2° He decides that his own case will not
result in the same clumsy mistakes. As the reader soon sees, however, this is not the case,
and Raskolnikov’s crime is marked by a number of oversights and panicked errors. Taken
in consideration with his careful preparation, rehearsals, and justifications, the reality of
his crime can easily be seen as a colossal failure. The acute shame felt by Raskolnikov
whenever this becomes explicit (when others suspect or outright accuse him of the murder)

reveals that his crime fits perfectly into the established pattern of failure and shame.

25 “ynaaky BoaM M paccyaka cmensieMbix” (Ilpecmynnenue u Haxazanue 64).
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The willfulness of Raskolnikov’s failure in regard to his crime is illuminated by the
fact that he feels compelled to perform the process to its completion whenever the situation
arises. As mentioned earlier, the knowledge that, even upon completing his crime, he would
consider himself to be lower than his victim reveals the compulsory nature of the action
itself. His compulsive return to the scene of the crime the following day acts as another
restaging of his failure by undermining his success in getting away with the crime. The
shameful confession to Sonya after her father’s funeral (which has the added bonus of
undermining his successful bid to defend her when she was accused by Luzhin of stealing)
directly contributes to his eventual arrest. When meeting with Porfiry, the detective hints
repeatedly at his suspicion of Raskolnikov, and yet Raskolnikov makes only half-hearted
attempts at deflecting those suspicions. During their final conversation, Porfiry makes it
clear that he knows the identity of the murderer. ““Then...who then...is the murderer?”
[Raskolnikov] asked in a breathless voice, unable to restrain himself” (Crime and

Punishment 433).2

With this perspective, the gaps left by Raskolnikov’s convoluted and unresolvable
explicit self-dialogue can be supplemented with the identity negotiation taking place within
this subconscious dialogue of failure. The subtractive nature of his consciously formed
dialogues of truth (his arguments for why his various motives cannot possibly be his true
motive for his crime) is compensated for by this subconscious development of an extant

identity.

26 <’TaK...KTO Ke...yOmn?” CpoCHII OH, HE BBIIEPKAB, 3abIxaromumes ronocom” (Ilpecmynnenue u
Haxazanue 396).
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If Raskolnikov represents an ideally complex example of Dostoevsky’s characters
self-negotiating techniques, he can serve as a model of sorts against which to compare
some of Dostoevsky’s other rogues and scoundrels. The Idiot abounds with scoundrels,
many of whom share similar circumstances or motivations with Raskolnikov. These
similarities provide a useful basis for comparison, which will help to demonstrate that,
although they share certain characteristics, they employ these strategies of negotiation

differently to achieve unique dialogues.

3.2 Prince Myshkin — the Exception that Proves the Rule

In section one, we established that characters develop their own identities through
a complex process of dialogic negotiation between an explicit and subconscious truth.
Something that is worth considering about The Idiot in relation to our framework for
analysis, however, is the unique and often interfering role played by the eponymous
character in the ideological negotiations of other characters. In some ways, Myshkin is able
to function as a productive voice for other characters to utilize as part of their dialogues of
self-determination. Other times, Myshkin’s interference in these dialogues arrests the
development of dialogic negotiation and causes conflicts between characters. Myshkin
seems to be a unique character for Dostoevsky largely because his identity is relatively
consistent (although not stagnant). He is universally compassionate and diplomatic, which
permits little in the way of the conflict in voices that so often characterize Dostoevsky’s
work. Instead, Myshkin’s position often becomes one of the voices that factors into
formative dialogue for other characters. That is to say, he frequently functions as the
interlocutor for another character’s dialogue in which they negotiate and determine their

position. The success or failure of these endeavors tends to be determined by the degree to
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which Myshkin’s role as interlocutor infringes upon the speaker’s attempts to negotiate his
own dialogue, which further echoes the point that it is the speaker who bears the
responsibility of negotiation. Later on, we will see some examples of this phenomenon for
a couple of significant characters in the story, as well as the implications that Myshkin’s
role has on the process of these characters’ formation. But before coming to this point, I
would like to look a bit more closely at the character of Myshkin himself to clarify the

ways in which he is typical of Dostoevsky’s writing, and the ways in which he is unique.

3.2.1 Prince Myshkin and His Explicit Truth

Myshkin is a typical Dostoevskian character in many ways, not least of which is
his experience of a dramatic shift which shapes the circumstances of his characterological
dialogues. He appears at the start of the novel at a period of great personal transition. He is
returning to Russia for the first time in years following an extended stay abroad where he
was, until recently, unable really to take care of himself or to function normally in society.
Arising from this period of transition, however, are Myshkin’s opportune acquaintances
with a number of the key characters who form that small circle of Petersburg society which
constitutes the setting for the events of the novel. On the train ride in the very first chapter,
Myshkin encounters Rogozhin. The effects of this meeting are twofold: it provides
Myshkin with his first opportunity to explain himself and his circumstances, and it also
introduces him to the complex dynamic of Nastasya Fillipovna, her position in Petersburg
society, and Rogozhin’s motivations and reservations in that regard. Both men are
described as showing a “desire to enter into conversation” (The Idiot 5).2” They are both

particularly eager to speak to one another and take a great interest in what the other has to

27« .0ba MoKeIaBIIne. . .BOUTU APYT C APYTOM B pasrosop.” (Mouom 5).
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say. From the outset, there is an eagerness in these characters to speak of and for
themselves. Myshkin’s eagerness to speak at the beginning of the novel is possibly owing
to his initial naivete, as it seems to die down as the narrative progresses and he becomes

more established and more oriented within his social circle.

Myshkin’s eagerness to speak finds an outlet in conversation with the Epanchin’s
footman, with whom he sits to wait for General Epanchin to be free so that he can introduce
himself. He transitions easily from a simple explanation of his purpose for visiting the
Epanchins (“I’ve simply come to make their acquaintance, that’s all...I tell you all this that
you may have no doubt about me, for I see you are still uneasy”) to a deeper discussion of
the barbarity of capital punishment (“I believe that so thoroughly that I’1l tell you what I
think. To kill for murder is a punishment incomparably worse than the crime itself.” (The
Idiot 18, 21).28 This transition seems strange and inappropriate (as the footman notes on
multiple occasions throughout the conversation), but it demonstrates Myshkin’s desire to
provide an account for himself not only with regards to the purpose of his visit, but also in
a more significant ideological sense. In a sense, since, as Bakhtin has noted, a character is
responsible for his own self-determination, Myshkin cannot exist as an active character
without establishing himself. Notably, the defining ideology that he pursues in this
discussion is one that he developed over the course of his witness of an execution while
abroad. He is not performing a check on the logic of this ideology, either within his own
reasoning or according to input by his interlocutor, the Epanchin’s footman. He is using

this opportunity to define his own character by this ideology, which constitutes a sort of

28 4] IPOCTO MO3HAKOMHUTBLCS TOJNBKO MpHEXall, U GOMbIle HUYero...Bam ke BCE 9TO Terneph OOBICHSIIO,
9TOOBI BBl HE COMHEBAJINCH, IOTOMY BIKY, BBI BCE emie Oecnokoiirecs” ... “S mo Toro sTomy Bepro, 9TO
NpsIMO BaM CKaXXy Moe MHeHHe. YOuBarh 3a yOMICTBO Hecopa3MepHO OoJjbliiee HaKa3zaHHE, YeM camoe
npecrymienue” (Mouom 16-17, 19).
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linkage of his ideological truth with the life that he is establishing for himself on the
“threshold” of this new and undetermined setting. To further support Myshkin’s early
forms of veridiction as manifestations of what Foucault identified as the Cynic shift in the
notion of parrhesia, it is worth noting that these instances are identified by the narrator or
by Myshkin’s interlocutor as being in some way strange or inappropriate. By insisting on
sitting and speaking with the Epanchins’ footman, Myshkin is breaking traditional rules of
decorum. This coincides with the reductive practices of Cynic veridiction, which optimizes

and prioritizes the speaking of truth within the practice of one’s own life.

In addition to Myshkin’s early expressions of truth as a form of establishing his
own life as a character (in alignment with the Cynic shift in parrhesia), he also on occasion
speaks (even preaches in a sense) truth in other forms. More specifically, he makes attempts
to speak and account for a certain held truth of his, which is in accordance with the Socratic
shift. One instance in which this is visible is his impassioned diatribe against Roman
Catholicism at the Epanchin’s high-society party. Much to Myshkin’s dismay, he hears that
his late benefactor Pavlishchev had converted to Catholicism shortly before his death,
which is a source of immense distress for the prince. This discovery is the impetus for a
rather scandalous display by Myshkin, in which he makes certain strong declarations about
the religion. “Catholicism is as good as an unchristian religion...And in the second place
Roman Catholicism is even worse than atheism itself, in my opinion!” he declares with
feeling (The Idiot 497-498).2° These declarations are followed by his attempts to justify, to

account for, his held truths. He argues that Roman Catholicism logically proceeds to

29 “KaToM4ecTBO — BCE PABHO UTO BEPA HEXPUCTUAHCKAS. . . BO-BTOPBIX, KATOJIUYECTBO PUMCKOE JAXKE XYIKE
caMoro aTensma, TakoBo Moe Muenue!” (Mouom 395).
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atheism, which further accounts for the crisis of faith plaguing the West. He works to tie
Catholicism to the advent of Socialism —a companion to atheism — which poses a threat to
Russia and her citizens. He follows his thread of logic to further explain why Russians are

S0 prone to pursuing the sorts of radical ideologies that he has just been discussing.

On the contrary, from unsatisfied yearning...not from being blasé. There
you’re mistaken. Not simply from unsatisfied yearnings, but from
feverishness, from burning thirst. And...and don’t think that it’s to such a
slight extent that one can afford to laugh at it...As soon as Russians feel the
ground under their feet and are confident that they have reached firm
ground, they are so delighted at reaching it that they rush at once to the
furthest limit. Why is that?...Because he has found the fatherland which he
has missed here...Russian atheists and Russian Jesuits are the outcome not
only of vanity, not only of a bad, vain feeling, but also of spiritual agony,
spiritual thirst, a craving for something higher, for a firm footing, for a
fatherland in which they have ceased to believe, because they have never

even known it!” (The Idiot 499-500).%

These various conscious expressions of truth by Myshkin, by which he works to
establish the held ideological truths of his character and to provide accounts for those truths

where necessary, demonstrate ways in which he is a typical Dostoevskian character.

30« a HalpOTHUB, OT KAXK/BI...HC OT IPECHIIICHUA, Bl B 9TOM omnbaucs! He ToapK0 OT Kaxabl, HO JaXXE

OT BOCIAJIEHHS, OT JKaXIbI ropstuentaoi! U. .. u He JymaiiTe, 9To 3TO B TAKOM MAJIEHBKOM BHIE , YTO MOYKHO
TOJILKO cMesThes. .. Hamm kak mo6GepyTes 1o Gepera, Kak yBEPYIOT, 4TO 3T0 Geper, TO Yk Tak 00paayroTes
€My, Y4TO HEMEIJIEHHO JOXOJAT JO MOCIEIHUX CTOJIMOB; 0TY4ero 3710?...0TTOro, 4To OH OTYECTBO HAIIEI,
KOTOpO€E 3JIeCh MOCMOTpEN, M 00pagoBaics...He BCE BEAb OT OJHMX CKBEPHBIX TINECITABHBIX YYBCTB
MIPOUCXOJISAT PYCCKUE aTEUCTHI U PYCCKHUE NE3YUTHI, a U U3 OOJM JYXOBHOM, U3 KXl TyXOBHOU, U3 TOCKH
I10 BBICIIEMY JIETTY, TT0 KPETIKOMY Oepery, 10 pOJIHHE, B KOTOPYIO BEpOBATh IEPECTaH, IOTOMY YTO HUKOTAA
ee u He 3Hanmu!” (Mouom 397).

60



Another way in which he is typically realized is in regards to his expressions and
negotiations of subconscious truths. As exemplified by Raskolnikov, a character’s
subconsciously expressed truths often exist in opposition to outwardly expressed
sentiments by that character. In Myshkin’s case, his subconscious truth centers around his

relationships with other characters and their personal negotiations of truth.

3.2.2 Myshkin’s Subconscious Truth

Identifying these manifestations of subconscious truth necessitates a return once
again to the idea of the compulsion to repeat, as well as to those concepts of shame that
came into play when discussing manifestations of Raskolnikov’s subconscious truths.
There are two notable instances of shame that Myshkin experiences. The first also takes
place following his meeting with Rogozhin. During this meeting, Myshkin takes note of
the violence that marks Rogozhin’s passion for Nastasya Filippovna, and as he is
wandering the streets later, deep in thought, he muses on Rogozhin’s capacity for murder.
Having had these dark thoughts about someone he considers to be a close friend and whom
he likes very much, Myshkin rebukes himself strongly and uses the shame that arises from

these thoughts to define his own character as ignoble and monstrous (The Idiot 210-212).

The second instance of shame occurs when Myshkin is confronted by the “son of
Pavlishchev” crowd, which has come to claim a portion of Myshkin’s inheritance from his
former benefactor on the grounds that one of their number is actually the illegitimate son
of Mr. Pavlishchev. The circumstances of this meeting are marked by the open rudeness of
the “son of Pavlishchev” group in their demands, and the reactions of Myshkin’s own
entourage make the scandal of their behavior clear to the reader. In spite of this obvious

rudeness, Myshkin is insistent on giving them the benefit of the doubt and consciously
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refuting any suspicion towards their motives for pursuing him. He manifests this conscious

opinion in response to his initial suspicion of the inopportune timing of their visit.

He wondered: had not someone arranged this business beforehand for that
time, for that hour, in the presence of those witnesses and perhaps in
anticipation of his shame rather than his triumph? But he felt too sad at the
thought of his “monstrous and wicked suspiciousness.” He felt that he
would have died if anyone had known he had such an idea in his head, and
at the moment when his guests walked in, he was genuinely ready to believe
that he was lower in a moral sense than the lowest around him. (The Idiot

237) .3

This suspicion of his is instantly followed by an experience of shame, which is
recalled later on towards the end of their conversation when Myshkin reflects on the folly
of his presumptions about the simplicity and naivete of Mr. Burdovsky, who Myshkin

suspects was tricked into believing he was Pavlishchev’s son (The Idiot 254).32

With regards to conscious truth, both of these episodes constitute an open
negotiation between two opposing voices of Myshkin’s. On the one hand, he has a rational,
suspicious voice which takes into account various hints and circumstances of the people
around him and draws certain pessimistic conclusions. On the other hand, he has another,

much more sympathetic voice, which goes to great lengths to excuse and account for the

31 “EMy MepENIuIoch: YK He MOJBEIEHO JIH KEM JTO JIEIIO Tereph, UMEHHO K 3TOMY 4acy ¥ BpEMEHH, 3apaHee,
HUMEHHO K 3THM CBHIETEIISIM U, MOXKET OBITh, JUISl 03KHIaeMOro cpaMa ero, a e ropxkectsa? Ho emy ciumkom
IPYCTHO OBLIO 3a CBOIO «4yJOBHUIHYIO U 3JI00HYI0 MHHUTEIHOCTEY. OH yMep Obl, KaxeTcsi, eclid Obl KTO-
HUOY/b Y3HAI, YTO Y HETO TaKask MBICIb HA YME, U B TY MUHYTY, KaK BOILIH €0 HOBBIE TOCTH, OH UCKPEHHO
rOTOB ObUI CYUTATHL CEOS, U3 BCEX, KOTOPHIE OBUIM KPYIOM €r0, MOCIIEAHUM U3 MOCIEIHMX B HPABCTBEHHOM
orHomennn.” (Mouom 190).

32 (Houom 204).
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perceived injustices in the actions of others. These instances of shame would seem to reveal
a subconscious tendency of Myshkin’s to evaluate and make judgements about the
characters of others. Consciously, Myshkin states on more than one occasion that he is
loathe to judge others based on incomplete information, so it tracks logically that he would
experience shame at transgressing this standard that he has set for himself. He enacts this
transgression, however, at multiple points throughout the novel. In conversation with
Aglaia, she criticizes him outright for this tendency, “I think it’s very horrid on your part,
for it’s very brutal to look on and judge a man’s soul...You have no tenderness, nothing
but truth, and so you judge unjustly” (The Idiot 391). This habit of levelling truth externally
against other characters is precisely what Bakhtin described as a “secondhand truth,” which

finalizes a character and therefore constitutes a lie (Problems of Dostoevsky’s Poetics 59).

As we have seen already through Bakhtin’s work, though, characters in
Dostoevsky’s writings are prone to resist external attempts to determine or finalize their
identities. The fact that these attempts to determine the identities of others are doomed to
fail comprises the unpleasantness of the situation that results in the compulsion to repeat it
(per Freud’s characterization) and, more significantly, comprises a regular or typical form
of characterological dialogue for Myshkin. So it is in this way that he is still a typical
Dostoevskian character. There are, however, significant ways in which Myshkin is unique,
and it is these unique features which allow for the greater portion of the novel’s plot to

unfold.

3.2.3 Myshkin’s Interference with Others’ Truths
While there is a trend for Dostoevsky’s characters to elaborate their identities

through accounts given of themselves, Myshkin’s accounts of himself are usually limited
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to resolving those already consistent features of his personality. The big question for
Dostoevsky, per Bakhtin, is “how does this character understand himself in relation to the
world?” Myshkin does seem to have answers for these questions, which he elaborates and
accounts for at various points throughout the novel, but his accounts for these answers are
often less of a negotiation and more of a description, or narration. It is for this reason that
Myshkin’s typical forms of veridiction tend to follow the pattern of linking his life with an
(already held) truth, in an echo of the Cynic shift in parrhesia, or an account of a truth that
he has interrogated and negotiated in terms of the Socratic shift. He does not, however,
openly engage in a confessional mode of truth that would challenge and develop truths that
he holds. Myshkin’s interests lie less in a personal negotiation of truth and more in others’
negotiations of truth. This is the primary way in which he is unique as a character. Rather
than seeking interlocutors to resolve his own dialogues of truth, he acts as an interlocutor
for others’ dialogues. An article by Janet Tucker asserts him as a sort of rival to the voice
of the narrator in the novel. In this article, she describes Myshkin as being “elusive” in the
sense that he seems to embody a sort of alien (that is, Western) tendency towards dominant
rationality, which is antithetical to the often anti-rational Russian psyche. This tendency of
Myshkin’s manifests frequently in a seeming desire to manipulate the circumstances, even

seize control of the narration, of the characters around him (Tucker 23-25, 33).

Tucker finds a potential root for this behavior in some of Dostoevsky’s early ideas
for the character, which, per her discussion, would have him follow a lot more closely in
the footsteps of some of Dostoevsky’s typical prideful rogues and criminals. This being the
case, Tucker sees echoes of that sort of hubris in Myshkin’s desire to interfere with the

fates of the characters around him. The point she makes is that he is attempting to play a
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determining role in the negotiations of others’ dialogues. I would posit that this role is not
altogether unsuccessful — the moments in which he does engage in productive dialogue

with other characters often go well and ingratiate him to those characters.

Unfortunately (and as we saw earlier in the discussion of Bakhtin), that’s not where
these interactions end. In negotiating a dialogue between these characters’ voices, the
dialogue goes well so long as the characters are able to perform the discursive tasks
themselves, projecting Myshkin’s voice as an interlocutor. Things become more
complicated when he attempts to go beyond the role of participating in the dialogue and
instead shifts to determining it. Per Foucault, the function of an interlocutor in these sorts
of confessional dialogues is to challenge the account given by the speaker in order to enact
a more rigorous analysis of their ideology and/or a corrective to their faulty reasoning. It
appeals to an external voice less as a source of a final, determining word, and more as a
way to check the speaker’s word and to potentially guide correctives. This may seem like
a nitpicky distinction, but it actually becomes very important when it comes to the

interactions between Myshkin and other characters in the novel.

Towards the beginning of the novel, there is an altercation between Ganya and the
rest of his family. His sister says something offensive about Nastasya Filippovna (who is
at this point still expected to marry Ganya) and he, in his anger, goes to slap her. Myshkin
intervenes, and prevents Ganya from striking his sister, and Ganya instead hits him.
Everyone is horrified by this, and Myshkin tells him outright, “oh, how ashamed you will

be of what you’ve done!” (The Idiot 108).3

33«0, xak BBl OyeTe CTBLAUTHCA cBoero noctynka!” (Mouom 88).
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It turns out that Myshkin is right in this instance, and after having taken a moment
to reflect, Ganya heads in to see him and to apologize for hitting him. This takes Myshkin
by surprise, and he tells Ganya to his face that this is because he did not consider him
capable of taking personal responsibility for his actions: “Just now I thought of you as quite
wicked, and you have so rejoiced me all of a sudden. It’s a lesson to me not to judge without
experience” (The Idiot 113).3* Incidentally, it is the violation of this very lesson which is

the source of Myshkin’s experiences of shame later on in the novel.

Following his apology, Ganya proceeds to discuss his intentions in his marriage to
Nastasya Filippovna. He has identified the prince as someone with whom one can speak of
such matters, which reinforces Myshkin’s role as interlocutor for the various characters in
the novel. This exchange between Ganya and the prince emphasizes the importance of the

prince’s role as interlocutor, as well as demonstrating the contention of their relationship:

34 «JlaBeua 51 BaC y’Ke COBCEM 3 3110Jies IOUMTAN, ¥ BAPYT BBl MEHs TaK 00pa0Baly, -- BOT U yPOK: He

CyIHTh, HE uMes ombita” (Mouom 93).
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“But tell me, by the way what do you think — I want to know your
opinion particularly — is such ‘misery’ worth seventy-five thousand, or no?”
“I don’t think it’s worth it.” “Oh, I knew you’d say that! And is such a
marriage shameful?” “Very shameful.” “Well, let me tell you that | am
going to marry her, and there’s no doubt about it now. I was hesitating a
little while ago, but there’s no doubt now. Don’t speak! I know what you

want to say.” (The Idiot 111-112).%°

This exchange provides a fantastic example of characterological negotiation as a
confessional utterance. Ganya is the one playing out this dialogue, which establishes his
intended actions as “shameful” and thereby develops his character as a scoundrel.
Myshkin’s voice in this dialogue is not playing a determinative role, and instead is being
used by Ganya as a check on the logic of his dialogic utterances. As Myshkin agrees with

his various assessments, Ganya proceeds to use them in his dialogue.

This productive instance of dialogue, however, is short-circuited when Myshkin
goes on to tell Ganya that he considers him not to be a scoundrel at all, but instead considers
him to be an extraordinarily ordinary person. Ganya takes this as a great personal insult
(although it is seemingly meant as complimentary by the prince, as the alternative would
be to consider Ganya a scoundrel of highest proportions) and insists that he will ultimately
prove the prince wrong in his assessment. In discussing his intended marriage with

Myshkin, Ganya had meant to negotiate a certain truth about the shamefulness of this

3 “...a KCTAaTH, CKaXXUTC MHE, KaK Bbl AYyMACTC, 1 UMCHHO XO4YYy 3HATb Ballle MHCHUEC: CTOUT 3Ta «KMYKa»

CEeMHIECITH TISITH Thicsid wik He crouT?” “Ilo-moemy, He ctomt.” “Hy, yX m3BectHO. U KEHHUTBCS Tak
cTeiiH0?” “Ouensb cThinHO.” “Hy, Tak 3HaliTe e, 4TO S KEHIOCh, M TeNeph YK HenpeMmeHnHo. Emie qaBeda
kouebasics, a rerepb yx Her! He rosopure! S 3Haro, 4To BBl XOTHTE CKa3aTh...” (Mouom 91)
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action, and his position as unaccountable scoundrel as a result of his intention to see it
through. By negating what Ganya is saying, Myshkin moves from performing the role of
interlocutor and helping him to check these truths to leveling a finalized impression of
Ganya’s character against his own assessment. The confrontation in this scene is not based
on the falsity of the accusation against Ganya, since it is revealed later on that what
Myshkin said is absolutely the truth and furthermore a source of great anxiety for Ganya.
The issue with Myshkin’s statement is that it comprises just that sort of external
determining discourse that Dostoevsky’s characters loathe and against which they will
actively rebel. It is important to clarify, though, that a character’s truth and a truth about
them need not necessarily coincide. The accusation that Myshkin makes against Ganya is
rendered untrue by virtue of its external source, but the material of that accusation proves
to be entirely true in relation to the actual realization of his character. The fact that he is an
entirely ordinary person constitutes the subconsciously negotiated truth that Ganya carries

out by his perpetual inability to commit to any sort of extraordinary action.

Leslie Johnson gives a rather interesting perspective on the importance of
identifying the “other” in The Idiot, which centers around the appearance and regard of the
faces of various characters, and how they appear throughout the story as symbolic of those

characters themselves.
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The face, however, is more than a dramatic or psychological device.
Characters in this novel preeminently are their faces. /Jeiicmeyrowue ruya,
they tend to realize the metaphor of this conventional designation, to
comport themselves literally as “acting faces,” so that the entire novel may
be viewed as an exploration of a primordial event: face-to-face encounter.
This event — which | would argue is the basic unit of the narrative —is not a
corollary of Mikhail Bakhtin’s dialogic principle. For Bakhtin, the vis-a-vis
is a dramatic requirement of the Menippean genre, whereby characters
countenance each other so that their voices may clash. In Idiot characters
respond to each other’s faces before the polyphonic bickering begins. Their
words and deeds may be ideological, but what matters first is that they take
place in and sometimes even at or to the face of another...the prince’s
susceptibility to the face is the very mark of his much-disputed goodness.
For what the face means in Idiot has everything to do with how the face is
regarded. Dostoevsky’s notion of the good in this, his most ethical, novel is

a way of seeing the face of the other (Johnson 867-868).

This interpretation coincides nicely with the idea that Myshkin in particular

perpetuates a relatively reductive practice of identifying (i.e. finalizing) other characters.
Nastasya Fillipovna’s face features prominently, as it was her portrait that inspired
Myshkin’s peculiar brand of pitying “love.” His fixation on her portrait can also potentially
symbolize his inclination to finalize her character, as a portrait is an entirely static image.
Her true character is highly dynamic, as evidenced by her dramatic and ever-changing

behaviors. She, like Raskolnikov in Crime and Punishment, oscillates wildly between two
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opposing identities.  In contrast to this functional process of characterological
development, however, Myshkin often attempts to evaluate Nastasya Filippovna’s
character. This results in a complication in her process of self-determination. At any point
where Myshkin seems to evaluate her, she feels compelled to take immediate and drastic
action to contradict his evaluation. During the scandalous confrontation at the Ivolgins’,
Myshkin tells her that she ought to be ashamed and that her behavior can’t possibly reflect
who she is. Nastasya Filippovna becomes confused, but outwardly agrees and is
embarrassed. The reader soon discovers, however, that she goes immediately to make
arrangements with Rogozhin to take her away that evening at her own party, thereby
demonstrating that yes, she is exactly the person that her scandalous behavior at the
Ivolgins’ had suggested and deliberately refuting Myshkin’s assessment of her. At that
same party, she is entranced by Myshkin’s poetic and impassioned declaration of love and
the absolution that he offered her. She seems to agree at first to his offer of marriage, but
as Myshkin elaborates on his notion that she is not to blame for the misfortunes in her life,
and that she had been about to undertake to ruin herself irrevocably and irreversibly, an
action that she would later regret, and that she is ill, proud, and unhappy, Nastasya
Filippovna suddenly changes her mind (The Idiot 155-156).%¢ She at this point elects to go
with Rogozhin and reject Myshkin’s offer, a gesture the rudeness of which was enhanced
by her apparent sincerity and graciousness from moments before. By this action, she
affirms herself as the agent of her own destruction as well as claiming for herself the pride
and unhappiness that Myshkin attributed to an illness. As with other characters, the truths

that Myshkin levels against Nastasya Fillipovna are provably accurate, but it is the mere

36 Houom 126
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fact of Myshkin’s determination of those truths that renders them unbearable to their
subject. Nastasya Fillipovna’s own characterological development (most of which is
anecdotal and takes place outside of the scope of the novel’s action, thereby outside of
Myshkin’s narrative influence) leads her on multiple occasions back to Myshkin, but his
persistence in evaluating her character repeatedly drives her away again. Finally, this
interference in her characterological development leads her back to Rogozhin for a final
time, and ultimately to a destruction of her character, which demonstrates the tragic

conclusion to an arrested realization of identity.

Another character whose development is impaired by Myshkin’s interference is
Rogozhin, who functions interestingly as Myshkin’s inverse. Rogozhin is another rogue
and scoundrel (a true scoundrel, unlike Ganya and much more like Raskolnikov). The
meeting between Myshkin and Rogozhin at the latter’s Petersburg residence puts a great
deal into perspective about his experience of shame and his understanding of the dynamic
between himself, Nastasya Fillipovna, and Myshkin. In an exchange between the two, we
see the way that Rogozhin incorporates his own understanding of Myshkin’s voice in his

double-voiced inner dialogue.
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When you are not before me | feel anger against you at once, Lev
Nikolaevich. Every minute of these three months that I haven’t seen you I
have been angry with you, on my word, I have. | felt | could have poisoned
you! I tell you now. You haven’t been sitting a quarter of an hour with me,
and all my anger is passing away and you are dear to me as you used to be.

(The Idiot 192).%"

Myshkin provides a great summary of this in his response, “When I am with you,
you believe me, but when | am away, you leave off believing me at once and begin

suspecting me!” (The Idiot 192). 38

There are two particularly notable scenes between Myshkin and Rogozhin that
reveal the space in which the latter’s character could (should) develop: the meeting at
Rogozhin’s house, mentioned above, followed by Rogozhin’s attempted murder of
Myshkin, and Rogozhin’s actual murder of Nastasya Fillipovna and its immediate
aftermath. A chapter by Elizabeth Dalton which identifies, significantly enough, a
repetition compulsion between these two scenes reveals the parallels between these two
scenes. In both instances, Myshkin arrives in Petersburg, feeling unwell (or at least
unsettled) and experiencing a tormenting and unbearable idea. On the first occasion, he
leaves Rogozhin’s house and later encounters him again in public. On the second occasion,

he meets him in public and accompanies him to his house (Dalton 171-172). In both of

37 41, kak TeOs HET MPENO MHOI0, TO TOTYAC XKe K Tebe 3100y U uyBcTBYIO, JleB Hukonaesuu. B atu Tpu
Mecsla, 4To s TeOs He BUAAN, KaXIyI0 MUHYTY Ha TeOs 3:100mics, eif-6ory. Tak Obl TeOs B3sUI M OTpaBHII
yeM-HuOy1p! Bot kak. Terneps T 4eTBepTH Yaca co MHON HE CHIMIIB, & YK BCS 371008 MOS TIPOXOJUT, U ThI
MHE OITAT, TIO-TIpeXHeEMY 100 (HMouom 155).

% “Torma s ¢ TOOOH, Thl MHE BEpHIlb, a KOTJA MEHsS HET, TO ceifyac NepecTaellb BEPUTh U OMNSATh
nogo3peBaemis” (Mouom 155).
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these scenes, Rogozhin is in the process of an ideological negotiation which frames his
impulse to commit murder, which affirms and is affirmed by his status as a rogue in the
grip of violent passions. In the first of these scenes, he discusses with Myshkin his
insecurity and violent behavior towards Nastasya Fillipovna, which positions her as an
object of his self-negotiations. As mentioned before, Rogozhin’s projection of Myshkin’s
voice (the moments when they are apart, and he is able to hate him) also factors into his
process of negotiation. When Myshkin confronts him, though, and is able to insert his own
voice into dialogue with Rogozhin, the violent impulses that arise as a part of Rogozhin’s

characterological negotiations are redirected towards Myshkin.

In an additional interruption of Rogozhin’s dialogic negotiations, the resolution that
the latter attempts to carry out (by assaulting Myshkin and realizing the violent impulses
to which his negotiations have led him) is again interrupted by Myshkin’s interference.
Although involuntary, Myshkin’s epileptic fit, which (thankfully, as the reader is rooting
for him) saves him from Rogozhin’s knife, interrupts the progression of Rogozhin’s
development of his opposing ideologies. In the later scene, this development is carried out
in Myshkin’s absence with the eventual murder of Nastasya Filippovna. The scene at the
end of the novel, in which Rogozhin eventually breaks down into hysteria and is comforted
by Myshkin, who has regressed back into a state of “idiocy,” demonstrates a final
interruption by Myshkin of a character’s development. In each moment where Rogozhin
exclaims hysterically, which could be considered a sort of acknowledgement of his
wrongdoing and an attempt to process and discuss it (or a form of self-punishment, as
enacted by Raskolnikov throughout Crime and Punishment), Myshkin quiets him. This

reveals Myshkin’s own impulse towards forgiveness and goodness, which is a feature of
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his character that is ungquestionable and incontestable, but it also interrupts any potential
dialogic progress of Rogozhin’s own guilt by failing to allow him to experience the

psychological consequences of his actions.

Myshkin’s regression at the end of the novel is, as Dalton identifies, a potential
manifestation of the repetition compulsion (174). In this sense, it affirms once again
Myshkin’s status as a realized (or realizable) character, as it represents an outcome of his
progressive negotiation of his identity within regular Petersburg society. His original
recovery from “idiocy,” which had begun before the action of the novel, was shaped by his
development of a system of beliefs and ideologies, which allowed him to enact a functional
dialogue of truth. In the end, however, Myshkin finds himself repeating a scenario from
his childhood, the descent into “idiocy,” which constitutes a manifestation of a particular
sort of identity — one which is unable to negotiate the tensions and casual evils of society

at large, and which regresses to the childish state of incorruptible non-being.
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Chapter 4

Conclusion
The purpose of this thesis has been to formulate and demonstrate a method of
understanding some of the techniques used by Dostoevsky’s complex characters to explore
and develop their own identities. This method hinges on the idea that individual characters
are not established so much as they are continually establishing themselves. The process
through which they do this is a continual negotiation of that character’s own truth, or as
Bakhtin summarizes, by answering the question of who they are in relation to the world

around them.

In the first section, we identified each part of the overall structure of our method of
analysis. The foundation of this method is grounded in Bakhtin’s approach, which
elaborates various forms of the dialogic processes through which characters work to
construct themselves. Within Bakhtin’s approach, we narrowed in on three forms of
speaking that I believe provide an adequate categorization for formative character speech.
To this foundation was applied an abstract filter constructed from a dual lens of an
interpretation of Foucault’s analyses of different forms of veridiction and a Freudian
understanding of possible subconscious manifestations of truth. The purpose of combining
these two approaches is to account both for truths openly negotiated by a character as well
as the unspoken truths that are nonetheless communicated clearly, if indirectly, in the

contradictions and hypocrisies of these characters. The second chapter consists of a
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demonstration of how this method can be applied to analyze the techniques used by various
characters to present and evolve their own truth in the context of the broader novel. The
psychologically dense and self-reflective nature of Dostoevsky’s characters makes them
perfect subjects through which to demonstrate this method. Raskolnikov, being the epitome
of the sort of conflicted rogue beloved by Dostoevsky, can function as a more or less ideal
model for the utility of these character-establishing strategies. In spite of his persistent
psychological chaos, the dialogic negotiation of his truths is carried out faithfully and

consistently over the course of the novel.

Prince Myshkin is, in many ways, the total opposite of Raskolnikov. He possesses
certain deeply held, unchanging truths to which he adheres throughout the course of the
novel. There are, though, many ways in which he still works to negotiate and establish
these truths as constitutive functions of his identity. In addition, he also finds himself
negotiating a certain subconscious truth of himself in spite of his otherwise unique
convictions. In addition, Myshkin’s machinations throughout the events of The Idiot help
to demonstrate not only the validity, but the necessity of these peculiar negotiations of truth
for other characters in the novel. He interferes with the ways that characters are able to
negotiate their own truths, which constitutes a violation against which those characters
rebel. Myshkin is in some ways typical of Dostoevsky’s characters; and in other ways he

is the exception that proves the rule.

This method shines a new light on the continual push and pull of the dialogue in
Dostoevsky’s novels and its function in creating open-ended characters. The counterpoint

created by comparing and contrasting The Idiot with Crime and Punishment prevents us
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from oversimplifying the complexities of Dostoevsky’s characters while at the same time

emphasizing the validity of this method of analysis.
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