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Abstract
The thesis examinesthe role played by the charactersin the structuring of
Dostoevskii's novel Idiot. Taking into accountthe author's lack of a fixed
plan for the novel, it assumesa future as yet uncreatedand susceptibleto
being influenced and shapedby the characters.It identifies the concept of
-gscripting', incorporating the strategies used by the protagonists to
orchestratetheir own lives and those of others,and thus to take control of
the text, and the impulsesbehind thesestrategies.Both aspectsare usedto
explore two connectedissues;self-other interactions,connectedprimarily
to the strategiesemployed, and the questionsof faith and doubt faced by
the characters,which are groundedin the sameimpulsesas scripting. The
concept of presentnesslinks both areas.By looking in detail at the hero's
and heroine's ideas and actions, how they affect each other and the other
protagonists, the thesis examines how they steer the direction of the
narrative and their primary motivation in doing so. Widening the focus to
explore the implications of this analysis on the ethical and narrational
planes,the thesis draws togetherthe strandsof scripting, presentness,selfother interactivity and problems of faith and doubt in order to discussthe
natureof the ethical and narrationalidealspositedby the novel, and the role
thesethemesplay in creatinga senseof unity in the text, despiteits unusual
structuring.

For Andy Young(1967-2000),
brother,friend, inspiratiom
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Preface

This thesisbeganwith the questions,what makesIdiot such a difficult but
fragmented
how
does
and apparently
a
such
and,
compelling novel?
disorganizedtext achieve unity? It does not conform to the rules of its
In
but
Dostoevskii's
attempting
works.
greatest
one
still ranks as
of
genre,
to find a solution to theseand the many other problemsthe novel presents,I
focused on the most prominent and unusual aspectsof the narrative: the
the
II,
between
Parts
I
after
the
section
aimlesscentral
and
six-month gap
by
two
the
Pavlovsk,
the
to
provided
symmetry
and
action moves
Prince
Tomb'
in
'Christ
Holbein
the
and
the
appearancesof
painting
Myshkin's two epileptic seizures.By examining how the novel develops
it
is
that
in
light
features,
I
to
the
the
conclusion
came
of these
and changes
the protagonists' consciousnesses
and interactions which are responsible
for the structuring of the text. A long-standingconviction that characteris
of vital importanceto the foundationsof narrativefiction as a philosophical
genre,encouragedme to look further, to define how the strategiesat work
in the novel are connectedto the interactionsof the protagonists.
The influence of Robin FeuerNfiller's seminalstudy of the shifting
Morson's
Saul
Gary
in
Idiot,
work on
and
pattern of narrative voices
formulation
to
the
of my own
the
central
novel, were
processualnature of
ideas. Post-Sovietcriticism of Dostoevskii, much of which discussesthe
import of Orthodoxy for the author's thought and artistic conception,has
do
follow
inspiration.
Although
I
this line, it has
not
provided
also

vi
persuadedme of the seriousnessof Dostoevskii's ethical and religious
concerns;the thesis however shifts the focus away from the tendency to
base interpretationspurely on religion to frame these concernswithin the
context of narrative.
A huge debt of gratitude is owed to Malcolm Jones, who read
both
detail
drafts
to
and the
of
my
work
with
great
attention
numerous
in
belief
the project were a
and
picture,
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guidance
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wider
have
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His
also
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source
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encouragement.
constant
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during my MA, and if any one personencouragedme to explore the depths
of Dostoevskii's world, it was Irina Kirillova during my undergraduate
daysat Cambridge.
I would also like to thank the University of Nottingham for funding
the project, Roger Woods for providing a life-line by extending my
funding, and the British Foundation for Women Graduates, for their
from
door
kept
the
the
wolf
when
generousemergencygrant, which also
times were hard.
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and
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friendship.
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The true world is that of becoming,the
apparentworld that of the fixed and constant.
Martin
Heidegger,
Nietzsche
-
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Introduction

1. 'A TERRIBLE ROGUE OR A MYSTERIOUS IDEAL9: THE HERO AND OTHER
PROBLEMS OF IDIOT

Idiot is the strangest and least understood of Dostoevskii's major fictional
works, and the fallacy of Allan Tate's claim that, 'of the three [sic] great
'
Dostoevsky,
The
has
Idiot
novels of
perhaps the simplest structure', is
evident in the fact that over 130 years after the novel was published, it
continues to vex and divide critics. Aside from having no easily-definable
plot and a messy, ad hoc structure, it appears to lack several features of the
quintessential Dostoevskian novel. For example, there are no fullydeveloped or recognizable doubles in Idiot, a fact which led John Jones to
leave the novel out of his study on the author.2 More prominently, the direct
explication of a social system leading to slavery (the 'anthill theory'), so
central to the other novels, is entirely absent from Idiot. Moreover, as
Busch points out, it is also the only novel where the positive hero
(Myshkin) is indisputably at the centre of the work, the morally neutral

1'TheHoveringFly', in CollecledEmays
(I)enver,CO:Allen Swallow,1959),p. 146.

2Dostoevsky(Oxford: ClarendonPress,1983).

2
characterwho can be pulled both ways (Ippolit) is not the central figure,
3
is
(Rogozhin)
ideological
the
hero.
and
most negativecharacter
not an
Furthermore, despite the author's stated intention of producing a
4

novelabouta 'nojioxmTeJE6HOnpeKpacHEiriqejioBeK',
concentrating
on the
hero'sinnocenceandhis Christ-likeattributesof humility andcompassion,
Idiot is the only oneof the majornovelsto endwith few hints of spiritual
regeneration
or the possibilityof newlife. Althoughdebatestill ragesabout
the authenticity(in both narratological.and psychologicalterms) of
Raskol'nikov'sand StepanTrofimovich's conversionsin Prestupleniei
the very fact thatthereis no suchepisode
nakazanieandBesyrespectively,
in Idiot indicatesthat for all its hopefulbeginningsand the potentialof
PrinceMyshkinto affect othersfor the better,the novel endson a much
darkernote.As Panichasstates,'it is the leastprotectiveor comfortingof
his major novels.No utterly redemptivefigure here appearsto cushion
5
doubts,
spiritualcontradictions,
ambiguities,
ambivalences,
shocks'.
The questionof how to interpret the characterof Prince Myshkin is
perhapsthe main difficulty facing the reader, as it is in the figure of the
hero that the 'meaning' of the novel lies. In spite of the novel's horrific
denouement,and the apparent failure of Dostoevskii's positive hero to
realize the ideal and prevent the suffering of others,many critics take the

3 'The Myshkin

C4SS,
(1983),
Ippolit
Rogozhin
Triad',
3
3
(see
72-83
Abbreviations)
4Fedor Mikhailovich Dostoevskii,PoInoesobraniesochineniiv tridisati tomakh, by V.
ed.
G. Bazanov and others (Leningrad: Nauka, 1972-90),30cvviL 330,332. Henceforth all
referencesin the text areto this edition of Dostoevskii'sworks.
5 YheBurden of Vision: Dostoevsky'sSpiritualArt (Lake Bluff, IL: Gateway,1985), 5
p. 1.

3
qeJIOBeK', as well as the
statement about the 'nojio)RHTeMHO npeKpaCH16Ir4,
author's notebook entry for the novel, THAB
investigations;
for
their
the
as
starting point
momeHTom ITPH HaiTHcaHHH Ka=orO
HaxoxqleHHA

rnaBHOR

nOCIOCTOPOHHHMDostoevsky's

HAeH,

(ix, 246,249),

Stepanian states, 'KmqeBbiM

H3 POMaHOB ABjLqeTcA momeHT

BCA16iBaioulerl

<<MHP]61 HHEJe))

XPHCTOC))

HarlpHmep, (&Mb

C

6
B <<HAHoTe))'.

has
in
both
his
hero
Christ
played
sources
comparison of
with

an enormous role in the orientation
interpretations

XPHCTOC'

of

the

hero,

of research on Idiot towards religious

resulting

in

differently

nuanced

critical

evaluations.

Guardini has produced one of the most positive interpretations of
the Prince, comparing him to the Redeemer, particularly in his relationship
with Nastas'ia Filippovna, who is seen in this light as a Mary Magdalene
figure, and writing, "in the Prince's existence, God is present [ ] He does
...
7
God,
but
he
11inis.
Myshkin is seen from this
not speak of
radiates with
angle as a man with a message for mankind, displaying Christ-like virtues
and a sense of God in-dwelling. While Guardini focuses on the purity and
benevolent
Christ,
Ermilova's
Myshkin
potential of
equally
as a symbol of

6 'K ponimaniiu "realizina. v vysshem smysler', in Dostoevskii i miravaid kultura, 9
(Moscow: Klassika plius, 1997), pp. 28-35 (p. 33); see also, amongst others, Michel
Bouttier, VIdiot, figure du Christ', in Dostoievski, ed. by JacquesCatteau and Jacques
Rolland (Paris: Editions Verdier, 1983), pp. 181-90;Erik Egeberg, T. M. Dostoevskii v
poiskakhpolozhitet'no prekrasnogocheloveka.SeloStepanchikovoi I&ot', in Evangel'skii
tekst v russkoi literature xmi-xx vekov, 2, ed. by V. N. Zakharov and others
(Petrozavodsk: Izd. Petrozavodskogo universiteta, 1998), pp 385-390; and V. ATunimanov, 'Roman o prekrasnorncheloveke', in I&ot. Roman v 4-x ch. (Moscow [n.
pub.] 1971),pp 625-647.
7 Tostoevsky's Idiot: A Symbol of Christ', trans. by F. X. Quinn, Cross Currents, 6
(1956), 359-82 (pp. 369-77).

4
interpretationof Idiot, which analysesthe figure of Myshkin in relation to
the influence of John's Gospelon Dostoevskii'sthinking as a whole, denies
8
that the hero hasany negativeor ambivalentcharactertraits.
Reservationsabout this approachhave been expressedby Egeberg,
ignores
it
is
the
too
the
that
and
one-sided
grounds
amongst others, on
Prince's weaknesses, and because the comment TH513bXPHCTOC'reflects
Dostoevskii's intentions, not what he actually achieved in the finished
9 This is not to suggest that there are no similarities between
product.
Myshkin and the image of Christ as it is presented in the Gospels, or that
Dostoevskii's

fictional

work as a whole does not warrant religious

interpretations.The overt Christian themes of Idiot - interwoven in the
invite
Christ,
fallen
Apocalypse
the
the
motifs of execution,
woman, and
such analysis.Lepakhin's detailed examinationof the textual and thematic
parallelsbetweenthe Gospelsand Prince Myshkin indicatesthe strengthof
this idea and the applicability of this approachto Dostoevskii's fictional
10
in
brought
More
has
the
works.
an upsurge
recently,
post-Soviet era
interest in the religious aspectsof Dostoevskii's work, most of which
concentrateson the links betweenthe author and Orthodox thought, leading

8 Taina Aniazia Myshkina 0 romane Dostoevskogo Mot' (1vanovo: Ivanovskii
gosudarstvennyiuniversitet, 1993),p. 107.
9 Erik Egeberg, 'How Should We Then Read 7he MotT, in Celebrating Creativity.ý
Essaysin Honour of Jostein Bormes, ed. by Knut Andreas Grimstad & Ingunn Lunde
(Bergen:University of BergenPress,1997),pp. 163-69(pp. 164-66).
10 'Khristianskie motivy v romane Dostoevskogo Idiot', Dissertationes Slavicae, 16
(1984), 65-92.

5
to interpretationsbasedon conceptssuch as hesychasmand iurodstvo, as
"
including
biblical
Idiot.
many on
archetypesand motifs,
well as
A number of critics have also examinedPrince Myshkin in relation
to the commentsDostoevskii made on the death of his first wife in the
famous diary fragment, 'Masha lezhit na stole' (xx, 172-75).The author's
love
ideal
in
to
the other
the
the
order
of annihilation of
ego
reflections on
discussions
into
Christ
loved,
introduced
frequently
about
selflessly,as
are
the hero's meekness and humility. 12 Kotel'nikov has also connected
Myshkin and the ideas expressed in 'Masha lezhit na stole' to the
13
from
Philippians,
kenosis
'emptying
Taken
theological conceptof
outv.
or
form
him
Christ
'made
himself
the
took
where
upon
of no reputation,and
of a servant,and was madein the likenessof men' (2.7), kenosisseemsto
14
be particularly applicable to Prince Myshkin, as Webster has shown.

11See, for

example, works too numerous to cite by V. N. Zakharov, 1. A. Esaulov, E. A.
Kunil'skiL T. A. Kasatkina, and V. V. Ivanov; a selection of these authors' works is listed
in the bibliography.
12 See, for

example, A. Toichkina, 'Problema ideala v tvorchestve Dostoevskogo 1860-x
godov (roman ldfof)', in Dostoevskii i mirovala kultura, 11, ed. by Karen Stepanian and
others (St Petersburg: Serebrianyi vek, 1998), pp. 29-34 (pp. 30-31); Tat'iana Kasatkina,
Kharakferologna
Dostoevskogo: tipologua
emolsional no-tsennostnykh orientaistj
(Moscow: Nasilenie, 1996), pp. 204-8; R. N. Poddubnaia, 'Siuzhet Khrista v romanakh
2 (Cheliabinsk:
Dostoevskogo', in F. M, Dostoevskii i natsional'naia kultura,
Cheliabinskii gosudarstvennyi universitet, 1996), pp. 29-65 (pp. 34-5); Joseph Frank,
DostoevsAy.- 7he Miraculous Years, 1865-71 (London: Robson, 1995), p. 317; Liza
Knapp's 7he Annihilation of Inertim Dostoevsky and Metaphysics (Evanston, IL:
Northwestern University Press, 1996) relates Dostoevskii's oeuvre as a whole to this
debate.
for
See
below
189-90,24244
to
this
contribution
pp.
my
passage.

13 'Kenozis kak tvorcheskii motiv u Dostoevskogo', in Dostoevskii: materialy J
issledovanfid,13, ed. by N. F. Budanovaand others(St Petersburg:Nauka, 1996),pp. 194.
200 (pp. 196-97)
14'The Exemplary Kenotic Holiness of Prince Myshkin in Dostoevsky's 7he Idiot', St
Vladimir's 7heological Quarterly, 28.3 (1984), 189-216; see also A. E. Kunil'skiL '0
khristianskomkontekstev romaneF. M. DostoevskogoIdiot', in Evangel'skil tekst, 2, pp.
391-408(p. 398).

6
Murav, moreover,points out in her classicstudythat kenosisis an aspectof
15
linked.
hero
has
been
iurodstvo,to which the
also
Unlike the unreservedlypositive interpretations of Guardini and
Ermilova, this line of investigation encouragesa more balancedapproach,
it
failures.
is
From
hero's
this
the
weaknessesand
allowing examinationof
kenosis
Christ's
in
far
he
how
judge
to
act
of
succeeds emulating
possible
for
ideal
the sakeof the other, and
the
the
ego
of
annihilating
and achieving
to what extent he can be described as a 'nonowmTez6HonpeicpacHiuli
live
does
to
Myshkin
has
been
The
that
up
not
,qeii0BeK`. generalconsensus
these ideals, leading to the assertionthat 'the Prince is a failure as Christ
16
further,
failure'.
that
However,
not only
arguing
a
some
critics
go
was
doesthe hero fail to improve the lives of those around him, but he in fact
is
the
innocence
in
his
the
of
this
source
makes matters worse;
analysis
17
his
denouement.
in
Owing
to
the
the
main characters
woes of all
imperfections, the Prince is not a Christ-figure, but a much more
ambivalentcreation.
The Holbein painting 'Christ in the Tomb', the artistic imagewhich
lies at the heart of the novel and is the focus of many of its themes,also

15Holy Foolishness.Dostoevsky'sNovels and the Poetics of Cultural Critique (Stanford,
CA: StanfordUniversity Press,1992),p. 13.
16Donald M. Fiene, 'Pushkin's "Poor Knight": The Key to PerceivingDostoevsky'sI&ot
as Allegory', IDS Bulletin, 8 (1978), 10-21 (p. 21); see also T. L. Novikova,
'Agiograficheskie motivy v romaneF. M. DostoevskogoI&ot', in Russkaialiteraturaux
Moskovskogo
Izd.
(Moscow:
khrisfianstvo,
V.
B.
Kataev
i
others
universiteta,
and
ed.
veka
1997),pp. 328-336(p. 335).
17See,for example,Marina Woronzoff-Dashkoff, 'The SympatheticVision: Ethical and
Aesthetic Patterns in Dostoevsky's 7he Idiot' (unpublished PhD dissertation, Yale
University, 1995),pp. 20-1; or B. 0. Korman, 'Problemaavtora v khudozhestvennoiproze
F. M. Dostoevskogo',Slavica (Prague),49.4 (1980), 388-396(p. 391).

7
exemplifies the problematic nature of interpreting Myshkin as a Christ
figure.18If he is intendedto be seenas a humanizedChrist, then the terrible
loss
Christ's
divinity,
for
faith
depicted
the
of
peoples'
of
consequences
forcefully
in
by
the
expressed
so
realism
painting
and
with naturalistic
Ippolit (vm, pp. 338-39), equally applies to the Prince and negatesthe
19
in
ideal.
Christian
Bortnes
the
the
motifs
evident
also sees
possibility of
the Prince, such as iurodstvo, as part of a 'process of desymbolization',
deconstructingthe analogy of the hero with Christ and exposing the
20
figures,
differencebetweenthe two
rather than their similarity.
The contrastof Myshkin's good intentions and gentle humility with
his failure to save anyone and the suggestionthat he contributes to the
Holbein
denouement,
implications
the
the
the
of
catastropheof
as well as
painting in the light of the links betweenthe image of the hero and Christ,
has led some to judge him more harshly as an abject failure, a malign
influence who tries to imposea false ideal on to the other protagonists,thus
21
destruction.
The most negativeinterpretationof Idiot and its
their
causing
hero is that of Robert Lord, who claims that 'beneatha cloak of simulated

18For critical analysesof the painting itself, seechapter2, note 72 (pp. 220).
19SeeL. Muller, 'Obraz Khrista v romaneDostoevskogoIdiot', in Ewmgel'skii tekst, 2,
pp. 374-384 (pp. 378-80); 1. A. Kirillova, 'Khristos v zhizni i tvorchestveDostoevskogo',
in Dostoevskii: materialy i issledovanfia,14 (St Petersburg:Nauka, 1997), pp 18-25 (pp.
24-25); and Toichkina, pp. 30-31.
20'Dostoevskij's Idiot or the Poeticsof Emptiness',Scando-Slavica,40 (1994), 5-14 (pp.
10-13).
21SeeMurray Krieger, 'Dostoevsky's I&ot: The Curse of Saintliness', in Dostoevsky.A
Collection of Critical Fisays, ed. by Ren6 Wellek (Englewood Cliffs, NJ: Prentice Hall,
1962), pp. 39-52 (p. 42); Dennis Slattery, Dostoevsky's Fantastic Prince: A
PhenomenologicalApproach (New York: Lang, 1983); anY Simon Lesser, 'Saint and
Sinner - Dostoevsky's I&ot (with a reply by & Noland)', Modem Fiction Studies, 21
(Autumn, 1975),387404.

8
innocence he makes the most of his talent for scheming', and describes
Myshkin

22 Although
introvert'.
'an
as
open sore, a paranoiac

this

interpretation may be something of an exaggeration, it originates, as is well
known, in the same source as the epithet 'KHA3r,XpHcToc', cited repeatedly
by critics as proof of the author's Christological deslign: the notebooks for
Idiot. Lord sees echoes in the finished text of the earlier proud, vengeful
'Idiot' sketched out by Dostoevskii in the initial stages of his work on the
novel, and insists that this is the 'true' character of the hero.

The fact that Lord at one extremeand Ermilova at the other usethe
highlights
interpretations
for
diametrically
a
their
same source
opposing
justify
is
difficult
It
to
both
to
number of problems common
approaches.
the assumption that a single phrase or line of development in the
preparatorywork for a novel could hold the key to that entire piece of
work, particularly as in this case that preparation clearly involves many
changesof direction by the author, both in the characterof Myshkin and in
the courseof action Dostoevskii envisages.The gap betweenthe notebooks
and the novel is too large to take any statementas definitive on either side.
We have no proof that 'KHA316

XpHCTOC'

was anything more than a passing

thought amidst a seaof contradictorynotes,but more importantly we have
no way of knowing whether the phrasehad any effect on the subsequent
development of Dostoevskii's design. Similarly, the distance from the
his
Lord
to
theory of a
that
text
the
produces
support
completed
of
evidence

22 DostoevsAy. Essays
and Perspectives
pp. 83,88.

(Berkeley:

University

of

Press,
1970),
California

9
his
'Idiot'
to
side of the argument. By the
also
serves
undermine
malign
time the novel opens, Dostoevskii has moved so far away from his initial
conception of a proud, cruel hero that any remaining connections between
Myshkin and his earlier versions are insufficient to convince us that his
'true' nature lies in the latter. The notebooks are an interesting source for
how
Feuer
Miller
Gary
Idiot,
Robin
Dostoevskii
and
wrote
and
examining
23
have
Saul Morson, among others,
made effective use of them. Ultimately,
however, they are outside the text, and as such one must be careful not to
give them precedence over the novel itself as evidence of the author's
24
I.
'intention
apparent

Furthermore, Lord's negative analysis may be contradicted by
for
hero's
finished
in
the
the
aspectsof
character and actions
version,
example his concern for the downtrodden, humiliated and abused, his
gentle and compassionatenature, and vision of a higher reality. However,
the samecan be said of interpretationsconnectingMyshkin to the imageof
Christ, which disregardthe 'dark side' of the hero, in both the finished text
and in his malign antecedentsin the notebooks,and the negativeeffect his
actions have on the charactersaround him. The fact that researchershave
identified in Myshkin featuresin commonwith someof Dostoevskii's most
ambivalentcharacters,such as Stavroginand Versilov, as well as with his
most positive creations, Alesha Karamazov and Starets,Zosima, also

22'Robin Feuer Miller, Dostoevsky and Tie I&ot'. Author, Narrator, and Reader
(Cambridge, MA: Harvard University Press, 1981) pp. 46-89; Gary Saul Morson,
'Tempics and 77zeI&ot', in Celebrating Creativity, pp. 108-34; narratological aspectsof
their analysisare discussedbelow, pp. 12-13.
24SeeAllan Rodway, The TruthsofFiction (London: Chatto& Windus, 1970), 123
p

10

indicates that he is more enigmatic than such one-sided interpretations
alloW.

25

Herein lies one of the main problemsof interpretingIdiot. In
in thenovelwith (someof) his
seekingto alignDostoevskii'sachievements
statedintentionsaboutthe hero,the critics on both sidesof this debatein
fact highlight the very fact their research denies: that Myshkin is an
intenselycomplex constructionwho defies categorization.The existenceof
opposing interpretationsin itself suggeststhat Myshkin is impossible to
define, and that the novel gives us contradictory signals about him; as
Kunil'skii

26
states, he is multi-sided and has no single meaning.

Furthermore,by focusing on one aspectof Myshkin or the other, neither
faction addressesthe central issue of how he changesin the courseof the
novel, or how this affects the other charactersor the direction of the text.
Thosewho arguethat Myshkin is a negativecharacterseehim as basically
static and unchangingthroughoutthe narrative,while thosewho claim he is
a saintly or Christ-like figure cannot maintain a coherentposition if they
then examinethe spiritual decline of the hero apparentin the secondhalf of
the novel. There can be no spiritual improvementor movementtowardsthe
light if the hero is within the light from the beginning, and in fact it

25On links to Dostoevskii's negativeand ambivalentcharacters,seeFrank F. Seeley,'The
Mystery of Prince MyMdn', in Actualiti de DostoevskiJ,ed. by Nina Kauchtschischwili
(Genova:La QuerciaEdizioni, 1982), pp. 35-44 (p. 35), and JanetTucker, 'Dostoevsky's
Idiot: Defining Myshkin', New Zealand Slavonic Journal, (1997), 23-40. Richard Peace,
Dostoyevsky.
- An Exwnination of the Major Novels (Cambridge: Cambridge University
Press,1971),points to the connectionof Myshkin to Zosima's ideas(p. 274).
26 'Printsip "snizheniW' v poetike F. M. Dosotevskogo: Roman Idiot', in Zhanr J
kompozitsflaliteratury (Petrozavodsk:lzd. Petrozavodskogouniversiteta, 1983),pp. 28-52
(p. 3 1).
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becomesobvious from the text that a move in the oppositedirection, away
from the light, occurs. Therefore both extremesof criticism of Myshkin
him
during
deny
the courseof the
that
change
any
occurs
within
necessarily
novel.
There are, of course,more balancedinterpretationswhich examine
the contradictory elements in the image of Myshkin presented in the novel,
with several critics highlighting

the dualistic aspects of the Prince's

27
in
debate
become
My
this
chapters
own
position
clear
nature.
within
will
2 and 3. When considering analyses of the novel based on the contradictory
impulses of the hero, Dalton's psychoanalytic study deserves special
28
mention. Her

examination focuses on the tension between Myshkin's

conscious and unconscious drives, and is particularly insightful in its
analysis of the emotional impact of the novel on its readers and the
narrative's flirtation with the loss of form as a result of this tension. One
should also note that Bakhtin's classic study of dialogue and polyphony in
Dostoevskii's fiction is also of course based on internal and external
dualism, although the theorist in fact pays scant attention to Idiot, and does
not resolve the many outstanding questions about the nature of the hero or
29
the narrative.

27 See, for example, Roger B. Anderson, Dostoevsky.
ý Myths of Duality (Gainesville:
University of Florida Press, 1986), pp. 66-93; Howard H. Keller, 'Prince Myshkin:
Successor Failure', Journal of RussianStudies,24 (1972), 17-23;Malcolm V. Jones,'K
ponimaniiu obrazakniazia Myshkina', in Dostoevskii: materialy i issledovaniia,2, ed. by
G. M. Fridlender(Leningrad:Nauka, 1976),pp. 106-12;and Seeley,'Mygkin'.
28 UnconsciousStructure in The Idiot. A Study in Literature and Psychoanalysis
(Princeton,NJ: PrincetonUniversity Press,1979).
29 Prohlemy poetiki Dostoevskogo(Moscow: Khudozhestvennaialiteratura, 1972) (3fd
edition).
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While our understandingof the characterof Prince Myshkin may be
it
factor
interpretation
is
in our analysis.
Idiot,
the
to
of
not
only
central any
Bakhtin's work has been instrumental in encouraging critics to move
beyond simple characterinterpretationto examinethe narrative structuring
in
different
Dostoevskii's
texts,
the
of
and
narrative
particular
presence
of
voices. Robin Feuer Miller's outstanding study of the novel, Author,
Narrator, and Reader, identifies four narrative voices: a comic voice,
reflecting or parodying the novel of manners, a Gothic voice which
intensifies the novel's atmosphereof confusion and terror, a sympathetic,
30
She
ironic,
detached
narrator,
goSSip.
omniscient
and a
voice reporting
examinesthe shifts betweenthesevoices and arguesconvincingly that the
changingpresentationof Myshkin in the novel is linked to the alterationof
the narrator'sviewpoint Furthermore,in her accountof Dostoevskii's use
.31
of 'enigma and explanation' in the presentationof the hero, Miller offers a
32
interpretation
narratological
of Myshkin which is extremely persuasive.
Her analysison thesepoints is centralto the presentresearch.
Gary Saul Morson's theoretical examination of the novel offers a
different approach.Examining the processualway in which the novel was
written, without a pre-conceivedplan, the effect of this on the structuringof
the text, and the themeof processin the novel, he proposesa readingwhich

30 Mller, Author, Narrator, and Reader, p. 8.; Lord, FAsaysand Perspectives,p. 86;
Frank, 7he Miraculous Years, pp. 327,337; and Ia. 0. Zundelovich, 'Svoeobrazie
Povestvovaniiav romane Idiot', in Romany DostOevskOgo: Stat-i (Tashkent [n. pub.]
1963),pp. 62-105(pp. 62-65) also examinethe changingpatternof narrativevoices.
31Author, Narrator, wd Reader, pp. 90-164; Murav takes much the
sameline, although
from a different perspective,Holy Foolishness,pp. 84-88.
32Author, Narrator, aWReader, p. 89 and passim.
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33
ideas
Dostoevskii's
takes account of
about the openness of time.
Although Morson's conception of Idiot's un-novelistic temporality is in
in
the present
role
many ways convincing, and plays a significant
interpretation, it fails to consider fully the negative implications of
loss
form.
My
the
of
own accountof the novel will
and
process:
openness
attemptto addressthis problem.
The latest addition to the ranks of works on Idiot is by Bruce
French.34which, owing to its very recent publication date, I have been
its
despite
fully
incorporate
into
to
the
undoubted
research,
current
unable
relevance. French focuses on subject-to-subject and subject-to-object
relations, and explains many featuresof the narrative through the concept
of 'storiness', which 'refers to the vision of life that forms as a result of
seeing people and the world as objects', and 'tends towards fixidity,
35
He sees
inflexibility'
rigidity, predictability, causality, predetermination,
.
Myshkin and the narrator as displaying the opposite tendency, and
emphasizes their flexibility,

openness and refusal to enter into

3'
freedom.
However, like
monologizing explanationsas part of their moral
Morson, French fails to addressthe problem of the loss of form, and like
the many one-sidedinterpretationsof Myshkin cited above, he does not
take into account the change in the hero, although his analysis of the
behaviour of the characters is perceptive. Furthermore, despite his

33'Tempics',
pp.121-23,130-32.
34 DoSloeVSky'S
'Idiot'.. Dialogueand the SpirituallyGood Life (Evanston,IL:
Press,
2001).
Northwestern
University
35French,pp. ix-x.
36French,pp. xi, 22,46-50 and passim.
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French's
positive
attribute,
as
a
spiritually
openness
on
concentration
failure to include Morson's recent work on temporality in the novel leaves
insights
into
its
in
in
his
Nevertheless,
large
their
narrative
research.
a
gap
fuller
interpretations
these
picture of the strangeness
give
a
much
strategies,
of the novel, and Miller and Dalton in particular successfullyconnect the
presentationof PrinceMyshkin to the dynamicsof the narrative.
-6

In seeking a theoretical basis that addresses the major problems
presented by the narrative of Idiot, I shall attempt to reconcile the two
strands of interpretation outlined above, and concentrate on the role of
character in the text, examining primarily how the protagonists act, react,
and interact, and how this influences the movement of the novel as a whole.
There are valid reasons for suggesting this approach. In 1839, before his
literary career had begun, Dostoevskii wrote to his brother Mikhail,
',qejiOBeK ecTb rarma. Ero
PaVIIALIBM

worl

TaAHOR,

BCIO XM3HL,

H60 xoqy

HaAo pawaAai-b, H exceaH 6y; xeiau. ea

TO He rOBOPH,
6i6rrE,, qejiOBeKom'

wo

rioTePAJI

Bpewi.A3aHHMaIOCb

(Xxvul.i, 63).Theauthor'searly

interestin humannatureled to his usinghis fiction asa testinggroundfor
37

his characters,,and it is clear from the sameletter to his brotherthat
Dostoevskii saw character as an essential component of literary production
from an early age: 'yqHTb xapaKTepEimory H3 nHcaTejier4' (Xxviii. i, 63).
This accounts for the vibrant, fascinating qualities of many of the heroes
Dostoevskii created, such as the Underground Man, Stavrogin, and Mitia

37See,for example,Bakhtin, Problemy,p. I IS.
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Karamazov,andthe fact that much of the action of his novelsis basedon or
arisesfrom the frequently violent ideological clashesof the wills and ideas

of theseheroes.
Furthermore,it is plain from the notebooksto the novelsthat the
interactions
far
time
the
working
out
and
spent
more
personalities
of
author
his heroesthan any other aspectof the text. This is particularly true of Idiot,
idea,
detailed
beginning
Dostoevskii
with
an
multiple
on
where,
worked
and constantlychangingplans, which all focus on the figure of the 'Idiot',
and on the relationship of the hero to his idea and to the other
38

in
Bakhtin
the
protagonists.
also noted
centrality of character,particularly
the genesisof the novels, as he saw Dostoevskii beginningin his notebooks
not with plot or structure, but with specific voices and the ideas the
charactersembody:
AHajior-a'.

39

'AocToeBcKiiR

He
HaqiiHaeT

c HAeH, ac HAerl-repoeB

The plot at this stage indeed seems almost incidental to

Dostoevskii's design, and it is significant that having discovered the
characterof the hero, who strongly resemblesPrince Myshkin in the final
version, the author began writing the published version of the novel with
minimal additional preparation; once the personality of the hero and his
ideological basis had been worked out, the plot arose in the processof
writing rather than being fixed and pre-determined.Although of course
there are many plot elementsmentionedin the notebooks,some of which

38 Miller, Author Narrator,
and Reader, p. 38. See also AL S. Dolinin,
ed., F. M.
Dostoevskogo. Pima, tt. I-IV (Moscow and Leningrad: Akaderniia, 1928-59), 111,330.
39 Mikhail

Bakhtin,

'K

pererabotke

knigi

o Dostoevskorn',

(Moscow:Iskusstva,1979),pp.308-27(p. 322).
tvorchestva

in Estetika

slovesnogo
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survive to the final version,the gap betweenthe notebooksand the finished
design
is
in
terms
the
sufficient to show us that
and
overall
of
story
novel
Dostoevskii consideredthe establishmentof his heroesto be of paramount
importance, with plotting, structuring, and the position of the narrator
taking secondplace, and arising directly out of the characters'actions and
interactions.
Moreover, if we ignore the role of characterand the importanceof
the protagonists' interactions in Dostoevskii's artistic conception, we are
left with very little

to interpret. As Carroll

states, 'The characters

themselves provide the loci of coherence in the novels: no other
structurings of reality recover from the demolition into chaos to which they
40
are subjected' . Morson and Emerson's comments on the form of
Dostoevskii's novels illustrate this problem: they state that for Bakhtin, the
Dostoevskian plot is merely, 'a way of setting optimally

favourable

situations for intense dialogues with unforeseen outcomes [ ... ] However
intriguing (or banal) Dostoevsky's plots may be, they are the wrong place
to look for the central moments of his works', but go on to claim that 'a
41

polyphonic work hasa plot without a structure'.

Certainly both plot and structure are extremely problematic
conceptsin relation to the Dostoevskiannovel, being almost impossibleto
define in the way one would expect of a traditional nineteenth century

40 Break-Out ftOm The CrYsIal Palace the anarchO-PsYchologicalcritique: Stirner,
Nietzsche,Dostoevsky(London and Boston: RoutledgeandKeganPaul, 1974),p. 146.
41 Gary Saul Morson & Caryl Emerson, Mikhail Bakhfin: Creation of a Prosaics
(Stanford,CA: StanfordUniversity Press,1990),pp. 247,254.
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Dostoevskii's
If
the
the
of
novels,
structure
we
examine
of
genre.
example
we seethat they do not conform to the Jamesiannotion of a preconceived
instead
by
but
beginning,
controlled
are
entirely
middle
and
end,
plan of a
different means.The structure of Besy is built entirely around Stavrogin;
the opening section of the novel mixes stories about Stavrogin's past with
his
in
he
do
future,
the
until
gathers
pace
near
and
expectationsof what will
arrival in the 'real time' of the novel, when all the other protagonistsare
suckedinto the vortex of his influence before being thrown out the other
his
just
disappearance,
his
face
to
the
of
not
reverberations
side after
The
influence
his
but
them.
the
on
primarily of
of
personality
actions
but
is,
in
Podrostok
letter,
as
structuralcentreof
not as an object
contrast,a
an obsessivefocus of attention for all the characters;everything in the
novel revolves around the whereabouts and potential contents of the
document,the attemptsof various parties,for differing reasons,to obtain it,
and the implications of its contents for the future of the protagonists.It
providesthe subtextand motivation for all the main characters'actionsand
words. In Idiot the structural dominant differs again, as there are two
centres, Myshkin and Nastas'ia Filippovna. The Prince alone does not
dominatethe narrative, despitehis constantpresence;it is his relationship
with the heroine,who representsthe absentcentre of the text, which gives
the novel in very basic terms its plot, but also provides its tension and
dynamics and, as with the letter in Podrostok, acts as a subtext to the
interplay betweenall the characters.
As soon as we focus on the role of characteror the preoccupations
of the charactersin Idiot, we are in many ways reprieved from the mire of

18
indefinability and obscurity which features largely in other aspects of
Dostoevskii's novels; acceptingthe centrality of characterin Dostoevskii's
conception of structure resolves many of the problems connected with
interpreting the novel. For example, Morson and Emerson call Robert
Belknap's The Structure of 'The Brothers Karamazov' a monologic work,
stating, 'to detect a structureis to read a work essentiallysynchronically:
the plots, symbolsand resonancesare alreadyin place and may properly be
contemplatedat a single moment', and dismissing such repetitions and
resonancesin the text as the result of the characters' obsessionsand
42

therefore not part of any possible 'structure'. However, if one acceptsin
general that character is central, the ideas and obsessionsof different
protagonistsimmediatelybecomevital to a more flexible understandingof
the conceptof structurenot as a single, fixed plan, but rather as a network
of dominant organizing principles (linguistic, thematic etc), that hold the
43
it
be
together
narrative
and allow to seenand consideredas a whole.
Thus in Idiot, as well as in Dostoevskii's other novels, it is precisely
becausethe repetitionsare the result of the characters'ideasand obsessions
that they are indeedindicatorsof a structurethat arisesdirectly from within
the characters.The protagonists' actions and words, and their dialogic
interactivity, are therefore the starting point for our examination of
common patterns of behaviour, in order to discover precisely how they

42Prosaics, p.250.
43 Boris Uspensky, A Poetics of Composition: the Structure of the Artistic Text
wd
Typology of a Compositional Form, trans. by Valentina Zavarin and Susan Wittig
(London: University of Califomia Press,1973),p. xiv.
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influence the movement of the narrative. One of the major problems of
traditional character analysis, even when it examines protagonists in
is
it
the
that
to
the
themes
and
motifs
of
novel,
addressesthe
relation
in
isolation
does
in
stasis,
and
not
general focus on their
and
characters
interactions, in spite of the fact that this aspect is central to Bakhtin's
44
dialogue.
The currentthesisaims to redresssome
Dostoevskian
readingof
of this balance, and examine the protagonistswithin the context of the
narrativestructuringof Idiot.

features
of
are central

H B3aHmoAer4cTBHel
For Bakhtin, 'cocymeCTBOBaHHe

Dostoevskii's

artistic

conception.

45

The idea exists not in the individual

consciousness, but is 'HHTePHHAHBHAyaJI16Ha
H HHTepcy6seKTHBHa', and
4cýepa

ee 6hrrHA He miARBHAyajIE-Hoe C03HaHi4e, a ; jHajiori4, qecKoe

o6weHRe MMIY

46
C03HaHHAmW. It is through this dialogic interaction that

the hero in Dostoevskii

comes into being. However, this notion does not sit

easily with the fact that the novels are full of conflict
between

the

characters,

47 Although
analysiS.
Dostoevskii's

poetics

suggests a different

this

leading

some

significant

critics

question

gap in Bakhtin's

in no way invalidates
approach focusing

to

both within

the theory

and

Bakhtin's

examination
in general,

on the inharmonious

of
it

aspects of

44 Malcolm Jones makes this point in Dostoyevsky After Bakhfin: Readings in
Dostoyevsky'sFantastic Realism(Cambridge:CambridgeUniversity Press,1990), pp. 1617.
45Problemy,p. 47.
46Problemy,p. 147.
47For example,Emerson,'Problemsof Baxtin's Poetics', SEEJ,32.4 (1988), 503-25, (pp.
514-15).
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interpersonalrelations in the novels, and how they differ from and distort
the ideal of peaceful co-existenceand interaction of charactersand their
ideas. The present thesis will therefore investigate the activities of the
protagonistswhich bring them into conflict with others, their frequently
aggressiveattempts to control and finalize each other, and examine the
image of Myshkin in presenting an alternative model of inter-human
in
relations, order to establishthe role the charactersplay in structuringthe
following
The
section of the introduction, will discussthe ways
narrative.
in which the protagonistsuse their words and actions to gain control over
others and over their own lives, and the effect of this on the narrative, as
well as suggesting some narratological-psychologicalreasons for these
features;the strategiesthe charactersuse and the impulsesbehind them are
bound up in a conceptI call 'scripting'.
Chapter I then goeson to examinethe narratologicalsignificanceof
Nastas'ia Filippovna in the light of thesestrategies.Although she has been
much discussedas a character,little has been said about her role in the
structuring of the novel. However, as she is the main focus of the hero's
thoughts, she is extremely important; if we are to understandMyshkin's
role in the novel, we must first recognizethe effect that the heroinehas on
him. Furthermore,as she rebels against others' controlling influence and
tendencyto finalize her, sheseeksto control othersand, metaphorically,the
shapeof the entire narrative; the chapter examinesthe effect this has on
actionsof the other charactersand on the movementand tenor of the novel.
Chapter 2 analysesPrince Myshkin from the point of view of his
vision of a higher reality and how he translatesthis into an active (and
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interactive) aesthetic-ethicalideal of self-other relations, which has the
key
dualism,
through
the
to
processesof reading,
potential
overcome
ideal
how
hero's
influences
his
It
the
examines
and
scripting.
narrating
in
Filippovna
Nastas'ia
and
other
characters,
particular with
relations with
how
he
in
the
the
this
to
the
course
of
novel,
and
changes
undergoes
regard
affectsthe narrative.
While chapter 2 concentratesprimarily on the ideal, how it is
establishedand what it signifies, in relation to Myshkin's interactionswith
loss
focuses
3
the
the
of the
chapter
of
significance
other characters,
on
ideal in the hero, and its absencein others, for the form of the narrative.
The first part of the chapter examinesthe problems of dualism and the
ethical dilemmasraisedby the self-other oppositionsprevalentin the novel
through the prism of the Epistle of James.This section investigatesthe
principal sourcesof division between and within men, which give rise to
the conflicts in the novel and the characters' struggle for control. It also
exposesthe weaknessesof some of the protagonists,which prevent them
from achievingthe goalsof their scripts.
The secondhalf of the final chapterexploresthe narratologicaland
psychological significance of these oppositions and conflicts. Focusing
particularly on Myshkin and Ippolit, and bringing in the narrator, it
examinesthe breakdown of self-other relations and how this affects the
dynamicsof the novel, using Bakhtin's essay'Avtor i geroi v esteticheskoi
deiatel'nosti', in which the implications of both ideal and non-ideal
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dialogue are much clearer than in Problemy poetiki Dostoevskogo,as the
basisfor analysiS.

48

Through examiningthe novel within this framework,the thesisaims
to demonstratehow interactivity is central to the structuring of the novel,
how it conformsto Bakhtin's ideal of harmoniousco-existence,and how it
differs from the ideal; the natureof Prince Myshkin's ideal in thematic and
narratologicalterms; why the structureof the novel is so strange,but why it
also remainsa coherentwhole; why the charactersof Nastas'ia Filippovna
and Ippolit are so centraland, conversely,why others,suchas Ganiawho at
first seemto be important turn out to be no more than bystandersin the
main dramaof the novel. I call this areaof analysis'psycho-poetic', on the
grounds that it places character and interactivity at the foundation of
narrative, and becauseit examinesthe impulses of the protagonistsand
their interactionsin termsof narrative.
Before I begin my analysis,two caveatsare necessary.Firstly, in
spite of the focus of the current study on character, it does not address
Freudian
Dalton's
themes.
examinationof the novel offers
psychoanalytic
many valuable insights, but ultimately psychoanalytic interpretations of
Dostoevskii are contraindicatedon two grounds.In the first place,Freudian
theories, in identifying a repressed source of neurosis, posit a predetermined,unchangingessencedirecting man's behaviour, and are thus
incompatible with the Bakhtinian notion of selfhood, derived from
Dostoevskii, as an interactive event in time. Secondly,and perhapsmore

48In EStetikaSIOVeSnogo
tVorCheStVa.
pp. 7-180.
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importantly, Freud's antipathy to all aspectsof religion, which causedhim
to characterizefaith simply as guilt-inspired neurosis, is fundamentally
opposedto Dostoevskii's deep concern with the possibility of attaining
faith and the impossibility of its expression.Moreover, as my analysis
focuses primarily on interpersonal relations rather than the characters'
individual psychology,any emotional-psychologicalbaggagethey have is
relevantonly insofar as it affectstheir interactionswith other protagonists.
Nor will I be using post-structuralisttheories,in spite of the fact that
at time my focus on the characters'narrative impulses suggeststhat they
are textual phenomena.The post-structuralistdeconstructionof meaning
and delight in the absenceof meaning are at base incompatible with the
striving for meaning, coherence and wholeness which characterizes
Dostoevskii's works; the clear ethical foundations of his novels, illustrated
in the dilemmas and paradoxes faced by the protagonists in their striving
for faith, is diametrically opposed to the 'free play' of deconstruction.49For
this reason, the concept of the 'death' of the author is unhelpful in the
current analysis; in any case, as Thaden states, Bakhtin fcels that
Dostocvskii retains control over his text and his intentions can be defined. 10
The general decentring of the 'F in relation to characters in Dostoevskii's
51
is
Bakhtin
narratives
also problematic.

defines the characters in

49 SeeBarbara Z. Thaden, 'Bakhtin, Dostoevsky and the Status of the "17", Dostoevsky
Studies, 8 (1987), 199-207 (pp. 200-1); the article gives a convincing argument against
Kristeva's readingof Bakhtin.
50'Status of the -r-, p. 204; seeRoland Barthes, 'The Death of the Author'. in Image.
Music, Text,selectedandtrans.by StephenHeath (London: Fontana,1977),pp. 142-148.
51 See Shlomith Rimmon-Kenan, Narrative Fiction: Contemporary Poetics (London:
Routledge,1983),pp. 30-39.
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Dostoevskii as free, speakingsubjectswhose 'I' is incompletenot because
but
because
is
deconstruction
decentring
the
the
of
ego,
or
requires
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The
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experienceof readinga
with
a
communion
his
heroes
by
Dostoevskii
that
tells
are more than predicatesor
us
novel
53
ideas
in
the
they
crucial
play
a
role
creations
whose
are vibrant
attributeS;
is,
in
The
the
the
text.
character
post-structuralist
view
of
structuring of
final analysis,limiting and inapproapriatein a novel where,as we shall see,
the protagonistsexpendan enormousamount of energyand time defining
the statusof their 'F and are determinedto becomeauthorsthemselves.

11LPSYCHO-POETIC STRATEGIES: SCRIPTING AS A SELF-AUTHORING
IMPULSE

a paperpersonin someoneelse's script.
Martin
Daniel
John
Fowles,
I dig out beautiful cavesbehindmy characters.
Diary
A
Writer's
Virginia
Woolf,
-

As Dostoevskiandialogue exists on the level of the encounterof two or
more consciousnesses,
one must identify the primary modesof action and
interactionat work in Idiot, in order to establishthe forces impacting on the
defining
interwoven
factors
basic,
There
the protagonists'
two
narrative.
are
behaviourin the novel: self-otherrelationsare characterizedby conflict and

52Thaden,'Statusof the 'T', p.204.
53On this view of character,seeRoland Barthes,SIZ, trans. by Richard Howard (London:
Cape,1975),pp. 190-91.
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attemptsto control the other, and literary self-presentationis usedto define
the charactersand their relationships. Conflict is evident in the major
scandal scenes,for example at the Ivolgins' and Nastas'ia Filippovna's
birthday party in Part I, with the heroineand Rogozhin sowing the seedsof
confusionand disorderin order to turn the situationto their own advantage.
Control also involves the tendencyto finalize or objectify others, denying
them selfhood,and attemptsto influence othersthrough words and actions,
persuadingthem to participatein the event of coming into being according
to the terms laid down by their interlocutors.The literary meansemployed
by the protagoniststo achieve this also take various forms, from roleplaying and the introduction of literary comparisonsfor both self and other,
to the useof insertednarratives.
These different aspects of self-other relations can be brought
together single, flexible framework which I term 'Scripting'. Scripting
definesthe strategiesused by the charactersin their self-presentationsand
interactions,and suggeststhe origins of these impulses within the context
of narrative, in order to highlight the effects the charactershave on each
other, and the consequenteffect of this on the movementof the narrative.
The literary impulse is most apparentin the insertednarrativesand
stories told by the protagonists;indeed, whenevercharactersmove to the
foreground, their self-presentation almost always has some literary
connection,whether from high or low culture, a poem, a newspaperarticle
or the New Testament. For example, Myshkin's narratives at the
Epanchins' in Part 1, the stories at Nastas'ia Filippovna's birthday party,
Keller's article, the reading of 'Zhil na svete rytsar' bednyi', and General
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Ivolgin's tales all relateto literary production and pre-existingliterary texts
in someway.
Given the predominanceof literary models, it is not surprising that
has
in
is
the
a strong effect on the
novel which
reading a major activity
characters.Myshkin, Kolia, Radomskii and GeneralIvolgin are all known
to read newspapers,while her referencesto the Mazurin murder case
indicate that Nastas'ia Filippovna does as well. Rogozhin learns of the
same case indirectly through the heroine; thus the shape of the novel's
However,
direct
is
in
the
reading.
many
ways
a
result
of
characters'
ending
there are many other examples:one of the few things we know for certain
about the missing six months betweenParts I and II is that Myshkin and
Rogozhin spent a lot of time reading Pushkin together (Vm, 457-8).
Nastas'ia Filippovna furthermore encouragesRogozhin to read poetry and
Solov'ev's Istoriia, and it is in this book that Rogozhinkeepsthe knife with
which he will eventually murder her; she is also readingMadame Bovary
before her death. Ippolit readshis confession,and Kolia is forced to read
Keller's article. Krylov's fables and charactersfrom Gogol' are mentioned
(Vffl, 117,393); Aglaia has read not only Pushkin, but also Paul de Kock
and other books unsuitable for a young lady (VIU, 358); letters are
is
list
by
the
their
so
addressees;
exchangedand read, and not only
original
long that the novel could barely exist if not for the characters'reading.
The tendencyfor literary charactersto identify with other literary
figures and situations(either specifically or generally)is not an uncommon
theme in the novel; it is overtly behind both Evgeni Onegin's and
Tat'iana's actions in Pushkin's novel in verse. In Idiot, however,
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comparisons of characters to other literary figures is, as Catteau states,
indicative of 'an original approach to literary composition: the comparison
if
by
but
directly
the
to
the
as
give
reader
novelist,
a
clue,
was not presented
54
in
Aglaia
by
the
the
novel'.
characters
relates
other
was a myth created
Myshkin to the 'poor knight' of Pushkin's poem and (through that poem's
origins) back to Don Quixote, and Nastas'ia likens Rogozhin's penance on
his knees to a Heine poem, while an onlooker compares the heroine herself
to Cleopatra from Pushkin's 'Egipetskie nochi'. Other characters evoke
literary sources as part of promoting their own image. Totskii mentions the
Dumas fils novel La Dame aux camilias in relation to his story of his own
worst action (although his tale has more similarity to Geroi nashego
55 General Ivolgin
in
the
as
vremeni).
makes uses of newspaper articles,
story of the lapdog, as well as a multiplicity of literary sources, including

Dumas p&e and

56
Gogol'. Meerson

also examines the story of Private
57

Kolpakov as a parody of the biblical story of Christ's Passion. Myshkin's
stories introduce additional literary themes and comparisons; his
descriptionsof executionsrecall not only Dostoevskii's own experiencebut
also Hugo's Le Dernier jour d'un condamnJ, while the tale of Marie

"4 JacquesCatteau,Dostoyevskyand the Process of Literary Creation, trans. by Audrey
Littlewood (Cambridge:CambridgeUniversity Pressý1989),p. 199;A. Kovacs also notes
this feature in 'Sootnoshenieprostranstvenno-vremennoii povestvovatel'noi struktur v
romaneIdiot F. M. Dostoevskogo(k printsip razgranicheniiapozitsii avtora i rasskazchikv
romane)', Slavica (Debrecen),15 (1977), 37-53 (pp. 37-8).
55SeeOlga Matich, 'What's to be done about poor Nastja:Nastasja Filippovna's Literary
Prototypes', WienerSlawistischerAlmanach, 19 (1987), 47-64 (p. 5 1).
56DeborahMartinsen, 'The Cover-Up: GeneralIvolgin and Private Kolpakov', SEFJ, 39.
2 (1995), 184-99(p. 189).
57'Ivolgin and Holbein: Non-Christ Risen vs Christ Non-Risen', SEFJ, 39.2 (1995), 20013.
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contains echoes of both the gospel story of the woman taken in adultery and
Rousseau, in its pastoral Swiss setting and focus on children and
58
education.

There are very few instancesof the narrator introducing literary
comparisons, aside from naming Gogolian characters in his comments on
do6i6acHoBemi6ie
=; XH' (VM, 383). It is rather the characters who are
responsible for the introduction and working out of the theme of their
relationships to previous literary figures; they are aware of the importance
of literature in structuring their lives and as part of their self-consciousness,
and relate both themselves and each other to literary types and situations.
Literary

identification

and comparisons are constant features of the

characters' evaluations of themselves and each other.

However, the use of literary comparisonsby the protagonistsis not
simply descriptive; it also has an active role in the configuration of the
charactersand their actions,as it provides a model for behaviouras well as
an explanation for character traits. This is due to the fact that an
'objectifiable systemof expectations[

] arisesfor eachwork', which
...

awakensmemoriesof that which was alreadyread,brings the reader
to a specific emotional attitude, and with its beginning arouses
expectationsfor the 'middle and end,' which can then be maintained
intact or altered,reoriented,or even fulfilled ironically in the course

58On the influence of Hugo, seeA. L. Bern, 'Pered litsom smerti', in 0 Dostojevskem:
sbomik stad a materialu, ed. by Julius Dolansky and RadegastParolek (Prague: Edice
SlovanskeKnihovni, 1972), pp. 150-82, and for the connectionsto Rousseausee, for
example,1. A. Slizina, Titeraturnie i esteticheskieistochniki obrazaMyshkina v romane
F. M. DostoevskogoMol', RusskaiaLiteratura 1870-1890gg., Sbornik 19 (Sverdlovsk
[n. pub], 1987),pp. 95-109 (pp. 98-101).
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of the reading according to specific rules of the genre or 1ý,pe of
59
text.

As the charactersin Idiot are constantlyinvolved in literary identification
define
interpretation,
the expectationsof their behaviour,
they
also
and
both for the reader and for the other protagonists.This feature also has
important interactive aspects;in consciously taking on literary roles, the
characters are also allocating complementary roles to others, who
participateby playing the parts they have been assignedand following the
patternsof behavioursuggestedby the processesof literary identification at
work in the novel. By introducing literary analogies, the characters
contextualize their own lives within narrative, and participate in
constructingthe world of the novel.
Furthermore,narrative, like any other form of verbal interaction, is
of necessitydialogic. As Genettepoints out, in the sameway that every
narrativeneedsboth a narrator and a reader,or narratee,so each incidence
of an inserted or intradiegetic narrative also requires a narrator, and a
60
inserted
is
to
narratee, whom the
narrative addressed,within the text.
Thus, faced with so many insertednarrativesand other potential texts for
reading,the charactersin the novel are repeatedlyrequiredto becomeboth
narrators and readers or listeners, both in their private reading and
preparations for their own inserted texts, and in their reading and
interpretationof others' narratives.

" Hans Robert Jauss, Towards an Aesthetic of Reception, trans. by Timothy Bahti
(Brighton: Harvester,1982)(first pub. 1967),pp. 22-3
60 Gerard Genette,Narrative Discourse: An &W in Method, trans. by Jane E. Lewin
([thaca,NY: Cornell University Press,1980),pp. 259-260.
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The charactersalso use literary interpretationto fill in the gaps in
the narrative. When we are confrontedwith gaps or silencesin a text, we
have to fill them in accordingto our best knowledgeof the characters,the
in
Iser
the
the
of
perceiving
relates
problem
other
genre and so on.
interpersonalrelationshipsto the position of the readerwithin the text:
we react as if we knew how our partners experienced us; we
if
form
their
then
act
as
our views
continually
views of
views, and
of their views were realities. Contact therefore depends upon our
dyadic
filling
in
in
Thus,
continually
a central gap
our experience.
and dynamic interaction comes about only because we are unable to
experience how we experience one another, which in turn proves to
be a propellant to interaction. Out of this fact arises the basic need
for interpretation, which regulates the whole process of
interaction. 61

He connectsthe two forms of interpretationthus:
it is the very lack of ascertainability and defined intention that
brings about the text-reader interaction [ ] it is the gaps, the
...
fundamentalasymmetrybetween text and reader,that give rise to
communication in the reading process; the lack of a common
situation and a common frame of referencecorrespondto the 'nothing' [of social interpretation], which brings about the interaction
62
betweenpersons.
The gaps and constant difficulties in establishing motivation in Idiot,
particularly with regardto Nastas'ia Filippovna and her prolongedabsence
in the middle of the novel, are problemsthat have to be addressednot only
by the reader,but also by the charactersthemselves.Todorov suggeststhat,

61 Wolfgang Iser, 'Interaction between Text and Reader', in 7he Reader in the Text.Fssays on Audfence and Interpretation, ed. by SusanR. Suleiman and Inge Crosman
(Princeton,NJ: PrincetonUniversity Press,1980),pp. 106-119(p. 108).
62Iser, p. 109.
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Based on the information he receives, every character must
constructthe facts and the charactersaroundhim; thus, he parallels
exactly the readerwho is constructingthe imaginary universe from
his own information (the text, and his senseof what is probable);
63
(inevitably)
becomes
book.
the
themes
the
thus reading
of
one of
The predominanceof literary modelsfor the protagonistsin Idiot, proposed
both by themselvesand each other, suggeststhat the charactersuse these
literary and cultural intertexts in two ways, as they both highlight the gaps
and provide the meansof interpreting them. The charactersof Idiot thus
becomereadersof their own text; by provoking, examiningand reactingto
each other, as part of the battle for the dominant script, they not only
participate in the movement and structuring of the narrative, but also
provide a paradigmfor how the novel might be read; it is in their attempts
to understandand reactto eachother, through their attemptsto make sense
of the gapsthey perceive,that we can see how the protagonistsinfluence
the direction of the narrative. Furthermore,through the use of gaps and
their reading, scripting becomesa strategy for the charactersto persuade
othersto seethem asthey seethemselves,or rather asthey wish to be seen.
Therefore the conception of Rogozhin as a Gothic murderer and
Myshkin as a chivalrous defender of women both relate to Nastas'ia
Filippovna's needsand imagination,and both men act out the roles shehas
given them with someenthusiasm.It is this interactive dynamic that gives
the relationship between the characters in Idiot its unique quality and
provides the basis for the protagonists'control of the text. Thus Nastas'ia

63'Readingas Construction',in YheReaderin the Text,pp. 67-82 (p. 78).
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her,
but
her
dreams
knight
Prince
to
the
the
come
rescue
shealso
of
as
sees
he
(viii,
143),
he
Aglaia
tries to act
that
and
marry
should
statesearly on
both
Myshkin
ideas.
both
Aglaia,
to
sees
meanwhile,
as a
according
Quixotic knight, following his questto savehis inappropriateideal of pure
beauty (her rival), as well as pursuing in him her own plan of finding an
improbable and unsuitable husband-a part he seemsequally willing to
Thus
behaviour
inappropriate
Epanchins'
his
the
shows.
soirde
at
adopt, as
Myshkin is caughtbetweenthe contradictoryviews of himself both within
dynamic
it
is
from
between
that
two
this
the
a
conflict
women, and
and
tension arises,which pulls Myshkin, and thereforethe action of the novel,
to which he is central,along.
This is the basisof scripting. The charactersuse literary foundations
to define their own roles, frequently improvising according to changesin
64
situation. They either invite or coerce others into accepting supporting
roles in their own dramas,thus enabling them to influence the direction of
the narrative through their interaction, by making othersread and interpret
their narrativesand literary comparisons.Scripting in this sensehas little to
do with the every-dayscripts describedin theoriesof metafiction, as these
merely relate to routine, externally ascribedroles which characters,unlike
greal' people, cannot escape65 The freedom and lack of authorial
.
finalization identified by Bakhtin in relation to Dostoevskian characters

64SeeDiana L Burgin, 'The Reprieve of Nastasja:A Readingof a Dreamer's Authored
Life', SEER,29 (1985),258-78 ( p. 259-262)on the heroine'skey role in this feature.
65 Patricia Waugh, Metafiction., 7he 7heory and Practice of SeKonscious Fiction
(London and New York: Methuen, 1984), p. 120; it is also therefore unlike French's
conceptof 'storiness' (seep. 13 above),which is similarly linked to everydayness.
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allows them to change and develop both according to their own
interaction
their
with others. Therefore far
and
as
a
result
of
programmes
from being indicative of the every-day(which in any caserarely featuresin
the Dostoevskiannovel), scripting on the contraryrelatesto an escapefrom
the routine and a bid for narrative self-determination and selfcontextualizationwithin the supposedlymeaningful plots of the novelistic
world.
Scripting is not simply the improvisation of a literary role by a
Morson
in
for
In
Anna
Karenina,
as
example,
single character a novel.
states, the origin of the heroine's literary self-perceptionis equally the
origin of her downfall:
As her friend Liza Merkalova observes,Anna imaginesthat she is
4a real heroine out of a [romantic] novel'. For Anna, everything
seemsto fit a melodramaticplot centeringon a grandpassion;there
are neither accidentsnor choices.That is why she so often seemsto
resembleGreta Garboplaying Anna Karenina. She lives in a story
whose shapeis already given and for which not just anyonecould
havebeendestined.The Garbo film, in fact, capturesquite well the
story of Anna as she tells it to herself But Tolstoi has told a
different story - not of a fated heroine, but of a woman who
imaginesthat sheis one.66
In Idiot, although Nastas'ia Filippovna's self-perceptionas a ruined and
therefore doomed woman is central to the novel, one important feature,
relating to the position of the other, makes the portrayal of her character,
and the whole conceptof what is happeningbetweenthe charactersin Idiot,
different from Tolstoi's novel. Even though they take up similar

" Narrative and Freedom: the Shadows of Time (New Haven and London: Yale
University Press,1994),pp. 71-72, author's emphasis.
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melodramaticroles, Anna is interestedonly in how she seesherself, while
Nastas'ia's primary concern is the responseof the other to the roles she
plays, which gives her own role confirmation and a kind of 'reality'; if she
can persuadeothersto participatein the role she has chosen,its enactment
of being.
gives it the concreteness
Furthermore,many of the main charactersbase their actions and
words on literary or cultural intertexts. Gania's ambition to become a
Rothschild,Aglaia's nihilist leanings,and the imageof GeneralIvolgin as a
musketeer or Napoleon's pageboy all require the consent and active
in
difficulty
in
have
the
to
participation of
other
order
succeed,and all
achieving their aims, becausethey are unable to persuadeothers to cooperatein their view of reality.
This is becausescripting is a two-way process;it cannot work for
the charactersunlessthey can persuadesomeoneelse to give their script a
concrete reality through participating in its realization. In Interpersonal
Perception,Laing and otherscomment:
I may not actually be able to seemyself as others seeme, but I am
constantlysupposingthem to be seeingme in particular ways, and
am constantlyacting in the light of the actual or supposedattitudes,
67
has
in
opinions,needs,and so on the other
respectof me.
In effect, the charactersin Idiot both conform to this process,by acting in
the light of the other's attitude, either real or supposed,but also attempt to
turn this processon its head,acting to make the other's perceptionof them

67R. D. Laing, H. Phillipson, A. R. Lee,InterpersonalPerception:A Yheoryand a Method
of Research (London: Tavistock, New York: Springer, 1966), p.4, also cited in Iser,
'Interaction betweenText andReader'(p. 107);seepp. 30 above.
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align with their own. Bakhtin's concept of the 'loophole' is also useful
eCMb
here: 'e tievioeeKe
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Dostoevskii's

heroes,

according to Bakhtin, '6opioT-cac TaKHmHoripeAejieHHAMHRX JMTIHOCTH
B
69seeking constantly to destroy the framework of the
ycTax; xpyrHx inoAer4',
other's words about them. Asserting one's script and persuading others to
accept it therefore plays an important part in defending one's loophole and
indeterminacy
in
its
and
retaining one's consciousness of self
all
unfinalizability.

Characters who submit to external definition and allow

others' scripts to be imposed on them without input or a compatible script
of their own are in danger of losing the final word about themselves.
Avoiding

this problem in particular

is Nastas'ia Filippovna's

main

motivation, although it also relevant to discussions of Aglaia and General
Ivolgin, as well as to Ippolit and the entire episode with 'Pavlishchev's
son'.

70

Persuadinganotherto accepta script and undertakethe role offered
to them also brings into questionthe issueof control, owing to the tensions
arising from the characters'competing scripts and the threatsthey pose to
each others' loopholes. Malcolm Jones seesDostoevskii's mature, thirdperson, polyphonic narratives as exemplifying 'what might happen when

" Problemy,pp. 98-99.
69,Problemy,
p. 59.
70On Nastas'ia Filippovna's response to this problem, see chapter 1; other
characters are
discussed in chapter 3.
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peopleattemptmutually to objectify and classify eachother, seekto impose
two or more incompatibleimageson anotherpersonat the sametime, and
71

deploy emotionally disturbing strategieson eachother'. Jones' conceptof
'Driving other people crazy' involves a number of strategies used by
Dostoevskii's charactersto provoke or influence those around them by
72
important
in
is
thus
them
an
element
sending
contradictory signals, and
the production and assertion of scripts. In their attempts to define and
realize their scripts, charactershave to exert control over others, and over
the narrativein general,for two reasons:firstly, in order to make sureone's
fellow protagonists play the role laid down for them, rather than
improvising, misreading or taking matters into their own hands; and
secondly,becauseany script in the novel is bound to clash with numerous
others that are also competing and trying to persuade(or force) others to
acceptthe alternativeroles they offer. The protagonistwho can assertmost
control over the other charactersis thereforethe one whose script is likely
to dominate, and who will gain most control over the direction of the
narrative.
There are many examplesof charactersattempting to control each
other in the novel. Aglaia's actions are frequently basedon the belief that
her family is trying to control her, and as a result she strives to turn the
tablesin order to control her family's image of her; shealso tries to control
Myshkin's behaviour. Lebedev tries to take charge of Myshkin's life,

71DoStoyeVSky
after Bakblinpp. 77.
72Dostoyevskyafter Bakhtin, pp. 84-90.
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particularly after his two epileptic fits, while Gania wishes to control his
family and free himself from the control of the Epanchin family and his
own poverty. The most sustained example of this feature is Nastas'ia
Filippovna's actions in relation others,which will be examinedin detail in
chapter1.
The charactersin Idiot do not indulge in simple identification with
literary figures and situations,but rather take on one or more roles and try
to force others to acceptand interact with them. As the whole concept of
persuadingsomeoneto accept their role in one's script involves active
interplay between characters,the more dramatic a person's behaviour is
(for example,Nastas'ia Filippovna's scandalousbehaviour at her birthday
party), the more dramatic will be the responsesto it (leading in this case
among other things to Myshkin's proposal, Rogozhin paying 100,000
rubles for her, and Gania resistingthe temptationto rescuethe money from
the fire).
The heroine's theatricality as she stage-manages
the crowd scenes
in Part I highlight the importanceof dramaticeffect to the scripting process.
Repeatedreferencesto the style and delivery of the characters'narratives,
either by the narrator,as in the caseof Aglaia's readingof 'Rytsar' bednyi'
(VM, 208-9), or by the presenterof the narrative,suchas when Ippolit reads
his 'Neobkhodimoe ob'iasnenie' (vm, 321-44), indicate heightened
awarenessof the necessityof attractingand maintainingthe attention of the
listener. As the charactersare constantlyinvolved in the processof reading
and narrating, Robin Feuer Miller's analysis of Dostoevskii's desire to
make the right effect on his readeris equally applicableto the protagonists
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within the text. The pagesof Idiot are a battlefield, where the need to
make the strongestimpact on othersis constant,and anyonewho is not up
to the task or lowers his guardat any point is liable to get left behind.
For many of the characters,the story-telling moment is a time for
conscious self-promotion through deliberately literary means; witness
Totskii and the General'scontributionsto the story-telling gameat the end
of Part 1, and Ferdyshchenko'sperceptive observationof the General, 'H
ywe
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C
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the
alleimonm' (via, 125).For many characters,story-tellingrepresents
bestopportunityto makean impressionon others,whetherit is truthful or
not.
While none of this is to imply that these charactersare
metatextually aware (although the question is an interesting one), it
highlights the importance of literature, and the narrative impulse, in the
structuringof their lives as self-consciousbeings.They all believe that their
lives havesomesort of story, wider meaningor referenceto a larger plot, in
which they of coursehope to be central (particularly those who are not at
the forefront of the narrativeas given). Somecharactersare evenmystified
when a fellow being fails to exhibit this impulse: witness Gania's inability
to understandwhy Ptitsyn has no desire to be a Rothschild (vm, 387),
which arisesfrom his lack of ambition to be original or to make a story out
of his life.

73Author,Narrator, andReader, pp. 18-32.
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Tom Stoppard's play Rosencrantz and Guildenstern Are Dead,
basedon two minor charactersfrom Hamlet, addressesone of the central
is
be
'while
life
to
told?:
interpreting
we
story
story:
whose
as
problemsof
are the central charactersin our own lives, we simultaneouslyplay minor
is
larger
in
baffle
larger
there
that
a
pattern
us:
and confuse
roles
stories
behind our lives, but we lack the vision to seeits.74The numerousparallel
plots in Idiot, of which we are vaguely aware, but never see more than a
glimpse, such as Gania's machinationsand Rogozhin's relationship with
Ippolit, testify to the fact that many characters,Whilst only bit-players in
the main dramaof the fatesof Myshkin andNastas'ia Filippovna, also have
other on-going plots of their own. We centre primarily on Myshkin's
consciousness,
and secondarilyon the fate of Nastas'iaFilippovna, because
this is the Prince's foremost concern, so the other stories (which may, for
all we know, be of equalinterest)are played out in the marginsof the page,
and we only hear of their existencewhen they intersect with Myshkin's
consciousnessor impinge on his actions or relationships.The characters'
insistence on integrating their lives into the wider context of narrative
resultsin severalplot lines competingfor attentionwith the main story.
This combination of multiple, often unidentified plots, and the
centring of the narrativeon Myshkin (with Nastas'ia as its missing centre),
gives rise to certain structuraland stylistic peculiarities in the novel, which

74Peter J. Rabinowitz, "'What's Hecubato us?" The Audience's Experience Literary
of
Borrowing', in Ae Reader in the Text, pp. 241-263 (p. 257). Similarly, in the film
ShakWare in Love, a characteractor, when askedabout the new play he is appearingin,
RomeoandJuliet, begins,'Well, it's aboutthis nurse...' My thanks to Malcolm Jonesfor
this example.

40
75

have frequently been seenas defects. The tension which arisesfrom the
fight for control between the characters' different scripts is, I would
for
propose,responsible holding the entire novel together. However, it is
this very samestrugglefor control that paradoxicallyleadsto the narrative
seemingentirely unstructured,and teetering on the edge of disintegration
into artistic failure. As Dalton states,
in The Diary of a Writer, in a passage dealing with the Russian
character, Dostoevsky speaks of 'an urge for the extreme, for the
fainting sensation of approaching an abyss, and half-leaning over it
into the bottomless pit, and, in some very rare cases, to
to
peep
throw oneself into it head-forward as in a frenzy'. In all of
76
Dostoevsky's work there is this perilous flirtation with the abysS.
This is true not only of the moral and thematic bases of Dostoevskii's
novels, but even more so of their form; because the characters are fighting
for control, the narrative is structured on the conflicts and contradictory
positions of the protagonists. Parts 11and HI of Idiot in particular appear
aimless and untidy, with little to do with the main plot as we have identified
it by the end of Part I (Myshkin's quest to save Nastas'ia Filippovna), but
in fact the crowd scenes and their repercussions which dominate the middle
sections of the novel are strategically vital to the whole conception of the
characters' attempts to control the narrative, as it is here that many of the
protagonists' scripts are put into the market place for general consumption.
Others' views of Myshkin and Nastas'ia Filippovna, as well the different
characters' scripts for themselves, compete both for the attention of all the

75See,for example,Frank,2heMiraculousYears,p.289.
76UnconsciousStructure,p.59.
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protagonists,although they are primarily directed at Prince Myshkin, and
for significancewithin the novel. The forceful assertionby the charactersof
their scripts, and the tensionsbetweencompetingscripts, are in large part
responsiblefor the directionsin which the novel moves.
The overt desireof the charactersin Idiot to tell stories,to fill their
lives with consciouslyliterary embellishments,and integratetheir own and
others' existence into a plot with a wider significance, indicates the
essentialrole of narrativeas such,not merely for thesefictional figures, but
as a basic human impulse. Wright calls narrative 'a product of human
77
imposing
consciousness
order on to experiencei,. The use of narrative is
an essentialcomponentof scripting, visible from the openingpagesof the
novel in Rogozhin's story about Nastas'ia Filippovna and, particularly, in
Myshkin's constantstory-telling at the Epanchins';the narrativeelementof
the characters'scripts highlights the desire for meaning and context as a
humanimpulse.
The links between faith and narrative are highlighted in Michael
Edwards' Towardsa Christian Poetics, which examinesthe implications of
the biblical Fall for both languageand literature.78Before the Fall, a perfect
correspondenceexisted between words and things, with God's act of
79
being
language.
The serpent'slie which leads to
creation also
an act of
the Fall introduces into languageambiguity and the loss of that original

77T. R. Wright, 7heoloSyandLiterature (Oxford: Blackwell, 1988), 87.
p.
79(London: Macmillan, 1984).
79Edwards,p. 151.

42
harmony. 80The results of the Fall are thus twofold. Firstly, the Fall itself
brings with it the desire to recreate, the urge to glimpse the world that has
been lost, through acts of narration; 'a narrated world [ ] represents a
...
desirable otherness [ ] we tell stories because we desire a world within a
...
story [ ... ] Story offers an otherness, of unity and purposive sequence. It
also offers, in particular, beginnings and ends [ ... ] the specific of story is
31
desire
for
beginning'.
The overt literary
it
that
a new
appeals to the
character of the Book of Revelation, in which at least forty verses refer to
books and reading, suggests an important role for narrating in the process
82 Secondly, the flaw
of re-creation.

between words and meanings

introduced by the serpent in the Garden of Eden has a number of
implications. The primary result of 'fallen discourse', to use Malcolm
Jones' term, was the Tower of Babel, where a multiplicity of languages was

introduced, '... that they may not understandone another's speech'83That
.
Dostoevskii found the creationof Babel significant is evincedby his useof
the image both directly, in StepanTrofimovich's allegorical poem in Besy
(x, 10), and obliquely, in Raskol'nikov's dream of the trichinae at the end
of Prestupleniei nakazanie(vi, 419-20). Furthermore,the Fall establishes
the re-creativepotential of language,which is in itself a primary force in
literature; 'explored, languagebecomesa domain of suggestions,fragments

goEdwards,
p. 10.
81Edwards, p. 73.
82 See Walter
Bakhtin
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84
fragments
of a novel speech'. The reof a novel reality emerging with
creationof reality is an attempt to restorethe original correlation of words
and meaningsin order to take man to a higher planeof existence.
We should perhaps not overemphasizethe consciously religious
life,
impulse
to
the
create
a
story
out
of
although all the main
aspectof
issue
faith
in
the
their own ways: Myshkin's outburst
of
address
characters
againstCatholicism,his four storiesof faith, and his referencesto Christ in
his executionnarrativesall suggestan interest in the subject.The fact that
Myshkin, Rogozhin and Ippolit are drawn to the Holbein painting of the
deadChrist, and the connectionsof Rogozhin's family to old believersand
85 also point to a strong religious
their relationship with the skoptSY,
influence in their lives. Furthermore, Nastas'ia Filippovna's idea for a
portrait of Christ, and even Aglaia's anti-faith in her desire to becomea
nihilist (implying atheism, which, as Myshkin states,has for Russiansa
large element of belief itself (V114452)) again testify to the need of the
protagoniststo define the story of the world and their position in it, a
problem which all perceivein terms of religious faith. Furthermore,despite
the absenceof overt forms of worship in Idiot - and in Dostoevskii's
fictional oeuvre as a whole - religious faith, particularly in the form of
Lebedev's interpretation of the Apocalypse and related aspects of
Revelation and the move to a 'new life', remains an important theme in

" Edwards,p. 11.
85 See Richard Peace,Dostoevsky.An Examination of the Major Novels (Cambridge:
Cambridge University Press, 1971), pp. 85-94, or William Comer, 'Rogozhin and the
Castrates:RussianReligious Traditions in Dostoevsky's Vie Idiot', SEV, 40.1 (1996), 8599.
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Idiot, and it would therefore be inappropriateto ignore this aspectof the
86

novel.

The fact that the fall of many of the charactersis instrumental in
inducing the narrativeimpulse is evident in the major role played by shame
in narration and the search for a story for one's own life in Idiot. The
figures in the novel who devote most effort to defining their scripts (and
trying to get othersto acceptthem) are the oneswho feel most ashamedat
the reality of their lives: Nastas'ia Filippovna, GeneralIvolgin, and Ippolit.
In particular for the General and Nastas'ia, shameat their present(fallen)
state combined with a desire to return to a innocent past are the major
impulses behind most of their utterancesand actions. Not untypically for
Dostoevskii, the issue of shameas a motive for the narrative impulse and
the part it plays in the characters'restructuringof their lives is exemplified
not in the words and actions of a plot-defining hero, but in the relatively
peripheral figure of GeneralIvolgin. In an excellent article on the story of
the resurrectionof Private Kolpakov, Deborah Martinsen arguesthat the
d6classdGeneraluseshis lies as a way of restoring his lost social statusin
contexts where he is reminded of his fall. In this story, the General
identifies with both the thief (Kolpakov) and the man who is
simultaneouslyresponsibleand not responsiblefor his death (Myshkin's
father). The death is any case undone when Kolpakov returns from the
grave, thereby erasing the transgression and the need for guilt and

86SeeDavidM. Bethea,
YheShape
Fiction( Princeton,
in ModernRussian
ofApocalypse
'Apocalyptic
Press,
1989),pp.62-104;
R.Hollander,
NJ:Princeton
University
Framework
in Dostoevsky's
7heIdiot', Mosaic,7 (1974),123-39;or WilliamJ. Leatherbarrow,
Studies,
in MeIdiotand77te
Devils',DostoevsAy
'Apocalyptic
3 (1982),43-52.
Imagery
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punishment. This provides a partial confession, explanation and
justification for Ivolgin's current lowly position, including his hopes for
his
future
theft and mortification at the
exoneration,as well as prefiguring
handsof Lebedev,which leadsto his death.87
This story, like the others GeneralIvolgin tells, is about finding or
General,
his
life
liveable.
For
that clearly
the
makes
which
creating a reality
involves re-earning the respect he has lost through his own actions; his rank
clearly indicates to us his former status, and his pecuniary embarrassment
in comparison with his former friend General Epanchin's wealth shows us
how far he has fallen, and the lengths to which he must go if he is to
is
his
in
His
so pitiful that
recover
position
society.
current physical reality
he is forced to embellish the past to an extraordinary degree (claiming he
was Napoleon's page boy in 1812, for example) to make up for it. Creating
this different, mental reality allows him to live in relation to others the only
way he knows how, as a General, a war hero, and a man of substance. As
Meerson points out, the General admits that this is precisely what he is
doing. 88By ending the story with the words, 'Ho ca"ag,

moxmo cmaTh,

;xaxce ncHxojiorHqecKHri' (viiiý 83), he clearly indicates that the only
by
involved
is
his
is
This
portrayal
psychology
own.
a sympathetic
Dostoevskii of the basic human need for recognition and the maintenance
of one's proper place in life, and it is perhaps to this that the sensible and
his
father
he
',
is
Ivolgin
Kolia
calls
a
qeCTH]61rl
when
referring
perceptive

87Martinsen,'The Cover-Up', pp. 187-190.
88Meerson,'Ivolgin and Holbein', p. 201.
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despite being well aware of his shortcomings(vin, 113). The
lqeJIOBeK',
impulse to find in narrativea reality one can live with, which also involves
is,
that
to
reality,
as we shall see, of enormous
others
accept
asking
importance to all the protagonists; in several cases, including that of
GeneralIvolgin, it is a life-or-deathissue.

Shameplaysits part in Myshkin'sstory-tellingaswell; althoughhe
apparently has nothing to feel ashamed of, and exhibits no such feelings in
potentially embarrassing situations, such as when he tells Rogozhin he
knows nothing about women, we should recall Aglaia's comment, Tti icaK
icoH,qHTepaccYmLraaTL,ToTqac we H 3aCT61AHTeC]6
TOM, WO paccimajul'
(VIUý 57). The reasons behind Myshkin's

shame will be examined in

chapter 2.

Ippolit's shameis visible in his constantapologiesfor the quality of
his writing in his 'Neobkhodimoeob'iasnenie' (for example,VM, 324), and
is largely a result of both his fear of rejection by others and his senseof
failure as, owing to his illness and immanent death, he feels that he has
achieved nothing, and faces leaving the world without having made his
mark on it. In the figure of Ippolit we also seethat the impulse to scripting
becomesstrongerfor charactersfacing death.He writes his 'ob'iasnenie' in
order to find a way to live with dying, in the same way that Nastas'ia
Filippovna's script in practical terms, and many of Myshkin's stories from
Part I in ethical-thematicterms,are also about finding an adequatestructure
89
inevitable
death.
The confessiongives Ippolit the
with which to confront

89The implicationsof deathare centralto our discussionof Myshkin's script in
chapter2.
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opportunity to asserthis place in the world and the structureof the novel,
where until this point he has been a peripheral figure. This is evidently of
extremeimportanceto him, as dying without establishingone's place in the
world in relation to othersis a terrifying prospect.It is for this reasonthat
the characters who have the closest relationship with death, either
physically, as in the case of Nastas'ia Filippovna, Ippolit and General
Ivolgin, psychologically,as with Rogozhin, or in terms of thought-feelings,
in Myshkin's case,seethe importanceof scripting and, accordingly,make
most effort to fulfil their roles. Scripting is therefore a responseto the fall
its
to
and
primary result, humanmortality.
The impulseto autobiographyprovides an interestinganalogyto the
processof scripting. Both involve the samedesireto seeone's life in terms
of a story and establish one's place in the world, particularly towards the
end of that life, as well as to find causalconnectionsbetweenpast events
and one's presentcondition:
Partly thanks to Rousseau'sConfessions,autobiographyhas come
to suggestall but irresistibly the idea of connections,the perception
of some sort of pattern and linkage in the disparatenessof past
experience. Narrative therefore seems its natural ally, since
narrative implies connectedness;beginnings, middles, and ends,
The Confessionsteem
causesand effects,origins and consequences.
with references to links, connections, causes, origins, threads,
90
developments,
modifications,
anticipations.
Although Sheringharngoeson to explain that the situation with Rousseau's
Confessionsis more complex than this, the charactersof Idiot seetheir lives

90Michael Sheringham,French A utobiography. Devicesand Desires. Rousseauto Perec
(Oxford: ClarendonPress,1993),p. 3 1.
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in theseterms as well, and act accordingly.91Furthermore,we know from
thepetit-jeu at Nastas'ia'sbirthday party that the Confessionsare important
to Dostoevskii's overall conception, as he uses Rousseau'sstory of the
92
for
By
basis
Ferdyshchenko's
his
contribution.
as
stolen ribbon
introducing Rousseau as an intertext, Dostoevskii also indicates the
life
with a
and
endowing
causality
with
narrative
characters'preoccupation
plot-like significance.
De Man, furthermore, arguesthat autobiographyis not necessarily

just theresultof life, but canalsobethe stimulusto life:
We assumethat life produces the autobiographyas an act produces
its consequences,
but can we not suggest,with equaljustice, that the
life
determine
itself
the
autobiographicalproject may
produce and
and that whatever the writer does is in fact governed by the
technical demandsof self-portraitureand thus determined,in all its
93
by
his
aspects, the resourcesof
medium.
Equally the charactersin Idiot make their lives into a story as part of a preconceived project, as opposed to a responseto a pre-existing narrative
elementin their lives; scripting, rather than arising directly out of the lives
of the characters,turns life into a story for the characters,becausethey

91Michael Holquist takes this as the premise for his study, Dostoevskyand the Novel
(Princeton,NJ: PrincetonUniversity Press,1977),p. x.
92See,for example,J. M. Coetzee,'Confessionand Double Thoughts:Tolstoy, Rousseau,
Dostoevsky', Comparative Literature, 37,3 (1985), 193-232, Malcolm V. Jones,
'Dostoevsky, Rousseauand Others (A Study of the "Alien Voice" in Dostoevsky's
Novels)', DostoevskyStu&es, 4 (1983), 81-94, and Robin Feuer Miller, 'Rousseauand
Dostoevsky:the morality of confessionreconsidered',in WesternPhilosophical Systemsin
Russian Literature, ed. by Anthony M. Mlikotin (Los Angeles: University of Southern
California Press,1979),pp. 89-101.
93 'Autobiography as De-Facement', in 7he Rhetoric of Romanticism (New York:
ColumbiaUniversity Press,1984),pp. 67-81 (p. 69), author's emphasis.
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believe in the idea of life having a story, and orient their actions
accordingly.
Furthermore,autobiography,like scripting and indeed any dialogic
activity, necessarilyinvolves the participationof the other:
from the point of view of the practitioner, autobiographical
narrative requires the sanction of the Other: the sense of
compatibility, the fluid interplay, of an inner chain of feelings and
an outer chain of causallylinked events,is ultimately dependenton
an inter-subective paradigm, a sceneof mutual recognition in the
self I vouchsafealreadyacknowledges(and assumesthat it is in turn
94
by)
acknowledged your scrutiny.
De Man also states,
Autobiography, then, is not a genre or a mode, but a figure of
readingor of understandingthat occurs,to somedegree,in all texts.
The autobiographicalmoment happensas an alignmentbetweenthe
two subjects involved in the process of reading in which they
determineeachother by mutual reflexive substitution.95
As in the production of autobiography,scripting can only be successful
with the sanctionor acknowledgementof the other, but in the creationand
on-goingprojection of scripts,this is not a passiveprocess,but requiresthe
active participation of the other. Without this, a script becomesmerely a
role actedout in isolation; as a form of dialogue,scripting exists only in its
interaction with and confirmation by the other, becauseonly the mutual
acting out of a script realizesits existence,giving charactersopportunities
to establishtheir T both for others and within the text. Sheringhamalso

94Sheringham,p. 57, author's emphasis.
95'Autobiography asDe-Facement',p. 70.
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notices what happensto Rousseauwhen he feels that the confirmation of
his T hasbeenwithdrawn, continuingthe abovequotation,
When this [acknowledgementof the other] is lacking narrativerisks
it
halt;
becomes
to
rigid and arbitrary,
a
unsanctioned,
grinding
wholly the province of the Other: a chain out there which shutsout
it
determined
to autistic entrapment
self,
condemning
a subjectively
%
and paranoia.
This, accordingto Sheringliam,occursin Book 9 of the Confessions,when
Rousseau'ssenseof his ideal readeris obscured;he succumbsto the belief
97

that he is being persecuted,and 'loses control over his narrative' We see
.
a similar processat work in the downfall of GeneralIvolgin. His tall tales
98
are primarily a meansof recovering his lost statusin the eyesof others,
but towards the end of the novel, Myshkin's total inability to relate to him
or accept his stories on any level, and particularly Lebedev's cruel,
wordless (and therefore unanswerable)exposureof his theft of the wallet
are primary factors in his death. General Ivolgin appearsto be a minor
character,and his protracted humiliation and death are often seen as a
digression with little relation to the main plot of the novel, but he
exemplifies many of the possibilities and pitfalls of scripting, and is thus
centralto our understanding.
-A

Scripting is therefore a strategyor number of strategiesemployed
by charactersin reactionto the impulse to define a story for themselvesfor

96French Autobiography,p. 57, author's emphasis.
97French Autobiography,p. 56.
98Martinsen,'The Cover-Up', p. 187.
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their life, which also allows us to assessthe role of character in the
movementand structuring of narrative. It consistsof a number of related
elements.It has its basis in the narrative impulse of the characters,while
fallen
for
life
desire
the
result
of
man's
as
a
new
and
consequent
shame
state (in either the general religious senseor specifically relating to the
backgroundof particular characters)are important parts of the motivation
for scripting, particularly for characters facing death without having
in
life. It is furthermorenot merely a mode of selftheir
place
established
perception, but necessarily involves the active participation and
confirmation of the other; and its main aims are to assertcontrol over the
other protagonistsand thereforethe text as well.
Furthermore,in identifying the scripting strategiesand impulsesin
the novel, as well astheir successor failure, the readeris able to distinguish
betweendegreesof ideal and non-ideal dialogic interaction,an issuewhich
Bakhtin in generalfails to address.The presentanalysiswill show that, as
in Pushkin's 'Malenkie tragedii', obsession and inflexibility impede
interactivity, preventing certain charactersfrom establishingtheir place in
the world of the novel and living their lives accordingto their own scripts.
Although the current interpretation concentrateson the hero and
heroine, it is also necessaryto examine the roles of other characters.For
example, Ptitsyn's refusal to participate in the story-telling game at
Nastas'ia Filippovna's birthday party is indicative of the absenceof a
scripting impulse in this figure, who as a result remainsanonymousand on
the fringes of the action. However, the narrator of Idiot stressesthe
importanceof 'ordinary people' as a balanceto the extremesexhibited by
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the central protagonists,neededto anchorthe text to the 'reality' of life as
experiencedby the reader:
TeM He meHee, BCO-TaicH npeA HamH OCTaeTCA BOrIPOC: IqTo AejjaT]6
COBepmeHHo
OPAHHaPIE61MH,
c
pomaHHCIY
JUO;X]6MH
qTo6m
((06b]]KHOBeHHLIMH)>, H xaK Bi6icTaBHTb Hx nepeAqmaTeiiem,
cAejiaTh HX XOT16 CKOJI16KO-HH6yAb HHTepeCHbIMH? COBepiueHHO
MHHOBaTh HX B paccKa3e HHKaK HeJI]63A, rIOTOMY lqTO opAHHapii6ie
JHOAH rlONfH"THO RB 6ojiEiuHHcTBe Heo6xoARmoe 3BeHO B CBA3H
6blT6,
HapymHm
co6i6rrmri;
MHHOBaB Hx, crdno
xmTeiricKm
npaBorio; xo6He. HanonHKm

pomaHi6i o; IHHmH nmamH

HnH ; Iaxce
npocTo, ; viA HHrepeca, moxv6mH CTPaHHlAMH He6wBajmimH, 6mno
6m HeiipaBonoAo6HO,
Aa noxmirA,
H He HHTepeCHO. rIO-Hamemy,
TIHCaTenLIO
HaAO
cTapaTj6cA
HHTepeCIE61e H
oThicKHBaTj6
(VIH,
op;
IHHaPHOCTAMH
noy, qmTeimuBie olTeHKH Ame
ii me=y
383-384).

The narrator's hint in the final sentenceof the instructive nature of the
is
between
in
text
the
the
relationship
ordinary and extraordinarycharacters
informative, as it implies a connection between originality and scripting.
Even charactersin the margins of the text show aspectsof scripting that
help us to understandand define the process; Ptitsyn, content with the
course of his life as it is, has no interest in turning it into a story or
projecting it onto others, while it is not so much Gania's ambition to be
original as his desireto be seenas such that leadshim to try to constructa
script in which otherswill take an interest:
HeT

Haiuer0
061WHee
qeii0BeKy
HHqero
cm3aTß
emy, qTo OH HeopHrHHaiieH,
TajiaHToB

H

qeii0BeK

BpemeHH H niiemeHH,

NaK

eiiaG xapaicrepom, 0e3

06bIKHOBeHHbitt

[

]

lla*HB

...
ocoGeHRwx
6yjly B Bb1CMert cTeneHH opRrHHajiriu6iii.
WariTe,
-A
geimm,
geHi6rH
tIT0
HeHaBHcTHee,
OHH2xa*e
TemBceronoýwieeH
TajIaiffLI
(VIII, 105).
galOT

However, the fact that he remains outside the centre of the action shows
that he is unable to offer a script, particularly to Aglaia, that is more
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interesting or powerful

than others' (notably Myshkin's).

Similarly,

Ferdyshchenko, 'KaK 6y; xTorio o6Jq3aHHOCTH
B33MHa ce6A 3aAaqyH3yMjIXM
H BecejiocThIO, HO y HerO KaK-TOHHKorAa He
Bcex OpHrHHaJlbHOCThIO
leads
lack
these
(VIII,
80).
The
their
originality
of
own
senseof
B]61XOAHJIO"
figures to attempt to script themselves into the foreground of the novel, but
it is also responsible for their inability to convince others of their scripts'
by
is
fact
Nastas'ia
Filippovna
to
the
The
that
referred
repeatedly
merits.
is
indicative
149)
VIII,
(for
'opHrHHajl6HaA'
of
other characters as
example,
her power and influence over others in the text. The same epithet is also
applied frequently to Prince Myshkin, the other character whose script
exerts most pressure on the narrative.

Thus even the minor characterswho do not promote competitive
scripts still display aspects of the same tendency, while the major - and
original - characters act in accordance with the belief that their lives have a
plot-like significance and direction, and wish others to participate in their
version of the narrative, leading to the potential for clashes between the
protagonists, as they each try to persuade others to take up roles in their
incompatible scripts. Three categories of scripting are therefore apparent:
some (ordinary) characters make no attempt to script and are entirely
unconcerned about the effect they have on others; other ordinary figures try
to script but, for a variety of reasons, fail to convince others of their scripts'
in
both
the
successful
more
are
merits; and extraordinary characters
fellow
how
their
these
they
protagonists. As
affect
strategies
employ and
Dostoevskii states in his foreword to Brat'id Karamazovy, 'H60 He TojiE.Ko
H o6ocofteMe,
'qYAaKVHe BcerAa>>'TaCTHOCTh

a HanpoTHB,6i6iBaeTTaxý
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wo

oH-To,

nowanyri, H

HOCHT B

Lienoro,a
ce6e HHoRpa3 cepAueBHHy

it
is
its
has
6);
(mv,
and
own
scripts,
each
age
ocraimitwejuoAHerO3nOXH'
the extraordinary
peoplewho defineandmakethemtypical.
-4

In suggestinga framework for interpretation, and exploring some of its
implications, the thesis focuses on the strategies of behaviour in the
ideas,
than
the
rather
they
novel's
suggest
about
narrative, and what
it
Therefore
instance
concentrates
of scripting.
examining every single
behaviour
the
by
most
the
of
the
wider patterns presented
primarily on
important figures in the novel: Prince Myshkin and Nastas'ia Filippovna.
Other instances of scripting by other characters will be introduced
throughout in order to highlight common featuresand establishthe nature
and effectsof the relationshipsbetweenthe protagonists.
The argumentis inevitably speculativeat times, particularly about
the motivation for the characters' behaviour. This is justified, according to
the terms of this theory, on two grounds. First, the process of speculation is
in
has
to
that
the
relation to any
any
perform
of
gap-filling
reader
part
literary text, as Iser and Todorov point out, and Idiot in this way
in
the
Second,
the
novel also
the
characters
process.
exemplifies
reading
thus
the
for
behaviour
miffor
the
and
the
others
of
about
motives
speculate
both
the
In
the
other protagonists are
and
reader
reading process. particular
forced into speculation about what Nastas'ia Filippovna is doing and why,
in
little
is
the
because
and
we
garner
the
novel
absence
central
simply
she
reliable

information

about her from

her brief

appearances alone.
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Speculationtherefore far from being inappropriate, is a major novelistic
strategy.
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Chapter 1. The Disappearing Heroine

Dying,
Is an art, like everythingelse.
Sylvia
Plath,
'Lady
Lazams'
Souffrons,mais souffronssur les cimes.
Contemplations
Hugo,
Victor
-

Oneof the majorproblemsfacingthe readerof Idiot is the presentation
of
the characterof Nastas'iaFilippovna.Her motivationand relationships
from
largely
her
to
absence
other
with
characters
remain
obscure,owing
largesectionsof the narrative;shemakesher entrancein the 'real' time of
the novel at the end of chapter9 of Part I, and in PartsU and III appearsfor
just threebrief scenes.In Part IV we witnessdirectly only her confrontation
with Aglaia, as subsequentdetails of her marriage preparationsand flight
with Rogozhinare sketchedin by the narratorafter the event.
However, it is clear both from the notebooks and throughout the
novel itself that Nastas'ia Filippovna's role is not simply an important one,
but that she is central to the plot. Fridlender notes that Dostoevskii
considered her to be the second hero of the novel, and highlights the
(DHm=OBH]61[ ]
strength of the image of her character: 'o6pa3 HacTac16H
...
BcerAa oco6eHHo BnacTHo npmmeicaa ic ce6e BHHmaHHeqHTaTeneri
1
pomaHa'. That Dostoevskii believed her to be essential to his initial

1 'Roman I&ot', in TvorchestvoF. M Dostoevskogo,ed. by L. D. Opul'skaia
and others
(Moscow: Nauka, 1959),pp. 173-214(p. 181).
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conception of the novel is suggested by the prominent place in his early
notebooks of Mignon[Umetskaia, the precursor of the novel's heroine.
Moreover, while the character of the 'Idiot' at this stage is as far from the
it
is
be,
figure
Myshkin
to
the
as
possible
of Mignon
eventual character of
is 'already in essential gesture the Nastasia Filipovna of the final version'; 2
Dostoevskii describes her as a '3aBHcTHHuaH ropxLAqiKa',whose ambition
is to 'Bcem OTMCTM' (IX, 143), later characterizing her as 'Boo61ge, npH
6eccnopHori

OpHrHHaj1bHOCT14 H

nyaHTMIBOCTH

KMpK3HO-

CBoerlcpe;xTi' (IX,
Gb13b1GaMei7bHOZO
H n03nmecicoro xapaKTepa,OHaB16nue
151, author's emphasis). What also survives from the notebooks to the final
version is the sense of a compelling (for both the readers and the
protagonists) relationship of emotional extremes between the hero and
heroine, and between the heroine and other characters in the novel, most
significantly between Mignon and her rival (called 'the heroine' at this
stage but clearly the precursor of Aglaia):
OHa

repOHHIO,

repoHHAJIbHeT K
NIHH16OHa,
HO
Taic
nK
Ta
TO
KpacaBHUýY,
ywaCHOxopoma,
(H
OCTaBIHHC16
CHJ116Hee
Haemme,ixeJIYeT
erl
PYICH
H
Tem
Hom
(OHa
HeHaBHCTB).
HapoqHO
'qTO6 3a 3To
Hom
Aaxce
nenyeT,
HeHaBHAeT, b
cHjE6Hee.
3TO A eiad CHJILHee HeHaBHAeTh
((3a
eiitd
HeHaBHAHT

6yAy>>) (K

H

rIOTOMY

IITO

143).

Nastas'ia Filippovna's position in the finished version of the novel
is evenmore dominant.As Wasiolek states,

2 Edward Wasiolek, ed. Ae Notebooksfor '77teMot,
(Chicago:University of ChicagoPress,1967),p. 10.

trans. by Katherine Strelsky
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She sweeps like a storm through the lives of almost all the
characters in the novel. She is a dominating force in almost
everyone's consciousness:Rogozhin sends his life swirling into
unknown destruction for her-, Epanchin tries to make her his
mistress; Totsky bows in fear and trembling before her caprices;
3
fatefully
her.
is
attractedto
and the Prince mysteriouslyand
Danow also points out that she is always present in the thoughts and
4 in her absence,it is in large part through
discussionsof other characters;
the other charactersthat we have to interpret her. However, the other
characters,including the narrator, are often as uncertainabout her motives
as the reader,and consequentlyall parties are forced into the samestrategy
of filling in the gaps in the text in order to make sense of Nastas'ia
Filippovna's actions.It is perhapsbecauseof the joint effort of the readers
and charactersin the novel to fill in the gapsand provide interpretationthat,
even though she appearsso rarely, Nastas'ia Filippovna comesacrossas a
vibrant and fully-drawn character,to whom we can relate,to the extentthat
the first-time readerof Idiot barely noticesthat sheis absentfor most of the
narrative.
Dostoevskii usessimilar techniquesin his presentationof Stavrogin
in Besy.Although the hero makesvery few appearancesin the courseof the
novel, he is constantlypresentin the thoughts of the other charactersand
particularly in their anticipation of his future actions:much of the novel is
built around the plans of others which assumeStavrogin's co-operation,
and the fact that when he arrives he does not fulfil the anticipation he

Edward Wasiolek, Dostoevsky.
ý 7he Major Fiction (Cambridge, MA: Massachusetts
Institute of Technology,1964),p. 87.
4 Ae Dialogic Sign: FAsayson the Major Novels of Doswvsky (New York: Lang, 1991),
p. 59.
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Furthermore,becauseNastas'ia Filippovna's absenceis so central,
her
because
below,
discuss
I
relationship with
and
particularly
as will
Myshkin is so essentialto the direction of the narrative,we cannotbegin to
is
hers.
If
first
the
hero's
the
novel
addressing
actions without
understand
'about' anything on the level of plot, it is surely about the collision of the
heroine's outragedsuffering and the hero's compassion,and it is therefore
necessaryto examineboth sidesof the relationship.
As the thesis aims to look at the ways in which the characters
influence each other, this chapter will examine how Nastasia Filippovna
herself
in
introduction
the
the
to
at
scripting
outlined
uses
strategies
place
the forefront of the other's consciousnessand of the narrative even in her
absence,the effect this has on others, and what it tells us about her
motivation and self-image.

L CREATINGTHE HEROINEIN HERABsENcE: ROGOZHIWSSTORY
Although Nastasia Filippovna does not appear in the 'real time' of the
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her
first
Nastasia
Filippovna
and
presenting
with a pair of
seeing
story of
earringspurchasedwith his father's money,Rogozhindescribeshis father's
reaction:
3ajiexcHeB
3Hai4
B2
y,
ga
H
OH
KM310,
r1P0
- iipo; zomKaii
xa*aoMy BCTpenHOMY nomeii 6ormTß. B3AA mem POAHTeab H
H.u. epxy 3anep, H neimig qac rioyqaji. «3T0 A TOJILKO,rOBOPHT,
npegyroToBmw TeGA, a BOTA co To6ori eIlle Ha Honb norrpoiiiaTbCA
HacTache
IIoexaii
'qTo
ce;
ioil
ic
3arwp>.
xc Thi ilymaeum?
(DHJIFUMOBHe,
3emHo eg iciaHAjicA, ymoim, B riiiaiKaii; BbiHeciia oHa
emy, HaKOHeu, KopoGicy, IHBapmiyjia: «BOT, rOBOPHT,Te6e, cTapaA
6opoila, TBori cepirH, a OHH mHe Teriepi> B ; lecrm pa3 ; xopoxce
KnamäcA,
rIapýeH
IICHOrf, KOJIHH3-11021
go6bmaii.
raxori rp03L1 Hx
rOBOPHT,H 6imrojxapH rIapeeHa CemeHbinw). Hy, aA gTori riopori,
no maTymumHy GnaroCJIOBemw, y Cepxam rIporjmnma ABanilaTh
pyf)jieri ; xocraii, ga BO rICKOB rio maunme H oTnpaBHneq, za
npHeXaJI-TOB mixopa; lice (Vin, 12-13).
ToTqac,

Of major significance here is the undermining function of the final
sentence, in which Rogozhin notes his absence from the scene he has just
described so vividly. The direct juxtaposition of the two events suggests a
fundamental question: if Rogozhin was fleeing St Petersburg at the very
moment when the scene between his father and Nastas'ia Filippovna was
taking place, and is only just returning to the city as the novel opens, how
does he know what happened between them? Rogozhin describes the scene
in the manner of an eye-witness, even using the present tense 'rOBOPHT'to
add immediacy to his report of Nastas'ia Filippovna's speech. However, as
we also know from his own words that he was not there, we must suspect
his
listener
both
is
(Myshkin)
he
these
that
on
misleading
grounds alone
and the reader in some way. Furthermore, if this aspect of the story is
suspect, can we rely on any of the details Rogozhin relates? Our sense that
Rogozhin may not be telling the whole truth about the situation is increased
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at the end of chapter 1, when the train draws into the station; the narrator's
H
'XoTA
Poroxcm
comment,

rOBOPHR,

HeCKOJ16KO qeJIOBeK'

nOAX=aJIH

IqW OH

IMOHbKO,
yexaji

Ho

ero ywe

(via, 13), deliberatelydraws attention to

the inconsistenciesin Rogozhin's story, underminingit further.
The questionof the origin of this story is particularly important as
Rogozhin's description containsboth the heroine's first utteranceof note,
and the first suggestionof a special connection between them, thereby
establishingone of the main plot-threadsin the novel. Any doubtsover the
accuracy of our first view of Nastas'ia Filippovna will therefore have
serious implications for later attempts to interpret her actions and
motivation. In the presentation of an avowedly enigmatic heroine, all
deviceswhich obscureor undermineour knowledge of her are relevantto
interpretation,and Rogozhin's commentsand those of others on the same
incident therefore deservecareful examination in order to help establish
what, if anything, we can learn from Nastas'ia Filippovna's initial
appearancein the novel. We must also addressthe issue of how another's
word can play such a dominant role in the advancementof a character's
script.
Given that Rogozhin was not present at the meeting between his
father and the heroine,and hashad minimal opportunity to learn of it in his
absencefrom Petersburg,our first assumptionhas to be that he has made
the story up, perhaps as an exercise in wishful thinking, or in order to
impress his sexual prowess on his naive travelling companion, or just
becausehe likes telling stories,like so many charactersin the novel. This
possibility appearsto be denied,however,when Myshkin relatesthe tale to
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Nevertheless, General Epanchin's assertion that Nastas'ia
Filippovna has been telling the story both confirms that something
happened,and suggeststhat if Rogozhin has heard about it, she was the
original sourceof the story. Before he relatesthe tale of his father's visit to
Nastas'ia Filippovna, Rogozhin mentionsthat TOMB, Baciumft BacHnmi%
B]61pyqM,

I

BCLL O=CaJl'

(VIH,

10). Although he is speaking here of his

father's death,it is possiblethat either this letter, or anotherone he fails to
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mention, describesthe sceneto him. In this case,the story he tells can only
have come from Nastas'ia Filippovna herself, via one or more
intermediaries.
This in itself raisesfurther questionsof accuracy.If the story came
to Rogozhin through an number of intermediaries, it may well have
suffered somedistortion en route (a hidden caseof 'Chinese VAlispers, to
5
Malcolm
Jones'
use
analogy). If, on the other hand, Konev, or whoever
told Rogozhin,heard it straight from Nastas'ia Filippovna, we can assume
her versionhas survivedreasonablyintact. In neither case,however,can we
discount the possibility that either Rogozhin or Nastas'ia Filippovna (or
both) has embellishedthe facts for their own purpose.The 'truth' aboutthe
incident remains unknown and unknowable; even before the main
charactersand plot are established,the ground of Idiot is shiffing under the
reader'sfeet.
Furthermore, once we realize that the story must come from
Nastas'ia Filippovna herself, we have to wonder whether she related it
merely as an amusingincident, or with the intention of transmitting it back
to Rogozhin,to encouragehim to pursueher. This would suggestthat she
has alreadyperceivedshameor deathat his handsasan option, a possibility
which is emphasized by the generic connections between the two
characters. The Gothic overtones of Rogozhin's character and family
backgroundsuggestviolence,jealousy and obsession,all characteristicsof

'0SeeDostoyvvskyafter Bakhtin, pp. 150-51.
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Moreover, the melodramaticaspectof the Gothic also appealsto her welldevelopedsenseof the dramatic and desireto force othersto pay attention
to her, and coincideswith her own view of herself as fallen and doomed
woman.
We do not immediately recognize it as such, owing to its early
incident,
having
back
look
in
but
this
the
at
novel,
when we
position
influence
is
Filippovna
the action
Nastas'ia
to
that
attempting
established
is
from
begin
that
this
the
to
an early
suspect
of
novel
off-stage, we
indication of the sametendency.In retrospect,when we have established
the strategiesthe heroine useslater in the novel, we can seein Rogozhin's
narrative an early paradigm of scripting, as it involves some of the most
vital elementsof the process:story-telling, a strong senseof the dramatic,
and role-playing, in the magnanimousself-image the heroine presentsin
order to manipulate the other's response. Furthermore, the active
participation of the other is alreadypresent(both on the part of Rogozhin,
as he repeatsthe story and had an initial role in the incident, and Myshkin,
who not only repeatsthe story and therefore also immediately participates
in its 'becomingreal' regardlessof its truth, but spendsthe rest of the novel
acting in the light of Rogozhin's story). As the interaction of self and other
is essentialto the event of being, Nastas'ia Filippovna, in spite of her

6 On the Gothic aspectsof the novel, seeRobin FeuerMiller, 'Dostoevsky and the Tale of
Terror', in Yhe Russian Novel ftom Pushkin to Pasternak, ed. by John Garrard (New
Haven, & London: Yale University Press, 1983), pp. 103-121, and R. L. Busch,
'Dostoevsky's Major Novels and the European Gothic Tradition', Russian Language
Journal, 40 (1986), 57-74.
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pagesof the novel.
The consequences of the story Rogozhin tells and its possible, but
totally unverifiable inaccuracy, are major. For Rogozhin himself, the story,
is
Nastas'ia
his
its
that
a
sign
actions,
of
apparent endorsement
with
Filippovna favours him, which encourages him to pursue his passion for
her. Moreover, at the end of chapter 1, Myshkin admits it has also affected
him: 'BLI mHecamHoqeiE6noHpaBHjiHci6H oco6eHiio, icoma npo nOABecKH
paccxmwBaim' (vný 13). His initial interest in Nastasia Filippovna, which
is fundamental to the plot of the entire novel, derives from a story about
which we have to entertain serious misgivings; if it happened at all,
Rogozhin can only have heard it second-hand at best, so we cannot assume
it has not been altered in the telling or by the agenda of the teller.
Nevertheless, in its influence on Myshkin,

first
in
the
and
abiding

impression it leaves of the heroine on the reader, Rogozhin's utterance
gains its own 'truth'; the telling of the story by another gives confirmation
to Nastas'ia Filippovna's script even before her aims has been established.

Here the separationof self and other that underlies the processof
interpretation in both interpersonal relationships and the text-reader
interaction, analysedby Iser, has a dual effect on our initial perceptionof
7
in
heroine
her
Rogozhin:
the
this case is
the
gap
and
relationship with
widenedas the processof interpretationof the self by the other is displaced
by an unknown number of possible points of distortion, undermining our

Seeintroduction, p. 30.
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knowledgeof the heroine.This lack of certainty regardingthe accuracyof
Rogozhin's narrative, as well as the reasonsfor its dissemination,is also
the first hint we have of Nastas'iaFilippovna's defenceof her loophole; by
being elusive, shepreventsothers from pinning down the facts of the story
information,
her.
finalize
In
them
to
the
contradictory
absence
of
and using
Rogozhin's version of events takes on the appearanceof reality for both
reader and listener, but simultaneouslyindicates the heroine's enigmatic
nature,which, as we shall see,is an essentialcomponentof her scripting.
This device, whereby a statementbecomesthe truth merely by the
fact of it being believed by other characters,even if it is later denied, is
used elsewhere in the novel; when Myshkin reveals his inheritance at
Nastas'iaFilippovna's birthday party, Ptitsyn's words, 'MoxceT66rm, Towe
hflU=OHa noirropa nony-we, a noxcanyriWO H 6ojmme' (VIII, 140), gain
generalacceptance,in spite of the fact that the sum has beenplucked from
the air as a comparison with Rogozhin's inheritance. Even though the
narrator later tells us 'camoe HacjieAcTBO
OFMLIBaeTcA
B KoHixeKOHIUOB
BOBCe HeTaK

KaK 0

(VIIIý

3ameqaTejii6Hi6im, HemCHaqajia
pacupocTpaHwIH'

153),the nihilists who try to claim part of the inheritancetake the first
figurementionedasthe correctone,andwe neverlearnthe actualamount
involved.
Thecapacityof gossipandrumourto takeoverfrom realityis most
evident in the assumptionsmade about Nastas'ia Filippovna by the other
characters.Although at the beginning of the novel Lebedevassertsthat she
is chaste, which Rogozhin later confirms, most of the other characters
cannotbe swayedfrom their belief that sheis an immoral woman; Princess
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Belokonskaia's remark that Myshkin 'jw60BHHIIY oTicpi6rro co;xepxm'
(vm, 422) is not disputed, while Aglaia, despite her knowledge of
Myshkin's

character, believes that he lived with Nastas'ia Filippovna

during their six-month absence from St Petersburg. It is against such
judgements and definitions

by others that Nastas'ia Filippovna

is

first
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in
the
the
the
of this.
see
of
earrings
we
story
struggling, and

Thus, even though the scenebetweenNastas'ia Filippovna and his
father may not havehappenedasRogozhindescribes,its impact on the hero
remainsthe same.It is also worth entertainingthe possibility that at the end
of Part I, in proposing marriage to Nastas'ia Filippovna, Myshkin recalls
from the story her apparent appreciation of reckless gallantry with no
thought of the consequencesfor the self. Thus Myshkin, consciously or
his
first
hints
her
the
on
accepts
unconsciously,
very
of
script and embarks
own role within its fi-ameworkasthe pure knight come to rescueher almost
immediately after meeting her, when he insists, without knowing why, on
going to Nastas'iaFilippovna's birthday party. Rogozhin's story takeson a
life of its own regardlessof its accuracy,and is central both to the initial
characterizationof Nastas'ia Filippovna, and the way Myshkin and the
reader relate to her, whilst not giving either a single piece of reliable
information aboutthe heroine.

11LNAsTAslu

FiLEPPOVNA'S LIE: THE STRUGGLE AGAINST
OBJECTIFICATION

The next occasionon which Nastas'ia Filippovna's speechis reported,and
thereforethe next opportunity we have to draw any conclusionsabout her
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intentionsor her influence on the other charactersandthe text is also before
she appearsin the 'real' time of the novel, during the description of her
Owing
fact
hands
Totskii.
to
the
that the
the
of
childhood and seductionat
narratortells the story from Totskii's point of view, as Robin FeuerMiller
8
remarks, we have no reasonto doubt that the heroine actually said the
following to GeneralEpanchinand Totskii regardingher possiblemarriage:
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TaK

Bcemeflun,

Here we are faced with an entirely different problem; rather than
questioningwhether Nastas'ia Filippovna actually says these words
(althoughat first glancethe indirect form in which they are presented
makesthem look less convincingthan Rogozhin'sdirect report of her
speechin chapter1), we now haveto wonderwhethersheis lying, and
why. Evenif somepart of her doesdesirea stablefamily life, her actions,
both in this backgroundchapterand in subsequent
eventsin the novel,
down
live
impulse
has
to
that
and
strongly suggest
settle
any
she
impulse
her
is
to selfthan
opposing
respectably consistentlyweaker
destruction and vengeance;as Matich states, she has numerous
9
but
opportunitiesto get married spurnsthemall. Totskii's reactionto her

$Author, Narrator, andReader, P. 101.
9 'Poor Nastja', p. 54.
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Towaig
'pa3
HanyraHtiwrl
agreement
apparent
HOBePHRH ; xojiro 60AACA,HeT MKM

14 Tenepi6 He COBcem

3meH noA iweTamH' (viii, 42),

has
intention
Filippovna
Nastas'ia
that
no
of
confirms our suspicion
complying with his wishes. In the same section, we are also told that 'OHa
(viu, 41), which clearly contradicts
HH B lieM He c-nmeT ce6A BHHOBHOIO'
both the reader's and Myshkin's

view of her character as the novel

develops.

Someanswersto the questionof why Nastas'ia Filippovna chooses
to mislead Totskii and the General on the subject of her marriage can be
found in the nature of the referencesto her by the charactersmost closely
involved in manipulatingher fate (GeneralEpanchin,Totskii and Gania)in
the opening section of the novel, before her first appearance,and in the
contrastoffered by Prince Myshkin's impressionsof her at this stage.
It is clear from the chapter describing Nastas'ia Filippovna's
background, and indeed from the very fact that the narrator assumes
Totskii's point of view, that her guardianhas tried, and for a long period of
time succeeded,in exercisingultimate control over practically every aspect
of Nastas'ia Filippovna's life; in one of the first recognizableinstancesof
this strategythat we meet,he haswritten a script for her, or rather imposed
a role on her from his own script. Matich points out that the descriptionsof
the heroineat Otradnoestrongly resemblean elegantgenrepainting, as she
is surroundedby books from her young ladies' library, drawing materials,
10
has
instruments
Totskii
evidently set the scene
musical
and a greyhound.

10'Poor Nastja', p. 50.
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and moulded the image of his ward to conform to his own refined artistic
tastes,and Nastas'ia's desiresare not even an issue; when we first seethe
heroine, she has no script of her own, and is entirely subordinatedto the
other.
The full extent of the power Totskii's script has over Nastas'ia
Filippovna's life, and how this precipitates one of the major crises in the
novel, however, is most obvious in his plot, concocted with the help of
General Epanchin, to marry her off to Gania Ivolgin. Not only is the very
fact of his trying to dispose of her in this way a sign of his control and her
lack of value to him as a human being, but this is even confirmed by the
abstract language he uses to describe the situation, for example, 'TaK KaicH
cam

ToTiumg

HOKamecT, no

iiaftoaaji

HeKOTOPbIM oco6bim

o6cToATem6cTBam,
OCTOPOAMOMB CBoHx Inarax' (M
'qpe3BMqaAHYW
34). Even Gania, who is to a large extent also a victim of the control of the
other two, owing to his family's financial circumstances, thinks of it in the
cammABMXOA,Ha icoTopomOH
same abstract terms: 'camoe 3TOH3meHeHHe,
OCTaHOBHJICA,
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chaptersis Nastas'iaFilippovna'sproposedmarriageto Ganiadescribedby
Theuse
themeninvolvedin anyothertermsthanasa business
transaction.
of abstractlanguage
pointsto the objectificationof theheroinein theminds
of the menwho controlher fate; importantthoughNastas'iaFilippovnais
in their eyes,sheis neithera humanbeingnor evena
to thesecharacters,
woman,but an

'o6cToATem>cTBo'.

71
In the face of theseobjectifying assumptions,which undermineher
sense of selfhood, the heroine refuses to make her mind up about the
marriage: 'oHa; xo camorl cB=66bi (ecmi CB=66a cocToHTcA) ocraBjiAeT 3a
co6oA ripaBo CKa3aT16
((HeT)>,XOTA6bi B cami6ifi nociieAHHR tiac' (vm, 42).
This signals her clear perception of her position and the beginning
fight to free herself from the control of Totskii's

of her

script, although there is no

hint at this stage of what her own script might involve, beyond the fact that
she is determined to retain the right to make her own choice and say the
final word about herself, and will not accept the finalizing
others. When Nastas'ia Filippovna
him the opportunity

judgements

of

by
loophole
Gania
giving
a
also offers

to renege on the deal (via, 26), she shows she is aware

that he too is a victim in this situation, and subject to the control of others,
despite his complicity.

This tendencyto objectify Nastas'ia Filippovna in both thought and
deed is particularly evident in the reactionsof the other charactersto the
photographof herself she has given to Gania. In this object, as Dolezel
notes,the heroinebefore her first appearancechangesfrom being a verbal
"
sign to a pictorial sign; having already asserted her image through
Rogozhin's story and establishedher place in the preoccupationsof Gania,
General Epanchin and Totskii, the photograph gives her a presenceto
fashion.
in
the
an
uninhibited
which
other protagonistsmay respond

11'The Fictional World of Dostoevskii's YheIdiot' RussianLiterature, 33 (1993), 23948
(p. 240).
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While Myshkin's three examinations of the portrait are vital in
establishinghis view of her, the incidental gesturesof the other characters
her.
just
Outside of
important
towards
to
their
are
as
as pointers
attitudes
Myshkin's hands,the portrait is generally connectedto hostile reactions.
Mrs Epanchina,
nolnpff

Ha

for instance, 'HaAmembim
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less
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(vmý
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the
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even
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with
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Ivolgin household;Varvara finds it on the floor, and Ganiathen 'c ;jocaAoA
B35M co cTojia
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H 016POCIUI

KomHaTEi'

(ViEý

Ha CBOA mmmeHIHIIA

CTOJI, CTOABURIA B

ApyrOM

84). His violence towards Nastas'ia Filippovna is

12

barely displaced, and re-emphasizesthe worthlessnessof the heroine in
the eyesof thosewho control or sanctioncontrol of her.
However, the gift is also taken by all concernedas a sign of her
assentto the proposedmarriageand as such indicatesboth their propensity
to misreadher, and her own ability to confound expectations.The profound
tension surroundingNastas'ia Filippovna's determinationto maintain her
loophole is thus already presentin her photograph,as the gift deliberately
provokes incorrect, finalizing assumptions about the heroine and
simultaneously provides an opportunity for these assumptions to be
undermined,and the possibility of externalfinalization to be removed.
In stark contrastto the treatmentthe portrait receivesfrom others,
Prince Myshkin treats it with reverence;it is notable that just before Mrs
Epanchinatossesthe picture away casually, Myshkin kisses it (Vm, 68).

12 See Zinaida Malenko and James L. Gebhard, 'The Artistic Use
of Portraits in
Dostoevskij'sIdiot', SEEJ,5 (1961), 243-54(p. 245).
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More importantly, he is the only characterwho actually bothers to look
properly at the imageof Nastas'iaFilippovna. It is worth quoting in full the
three passageswhereMyshkin is examiningher portrait:
(1)

-

TaK

BHHmaTejl]6HO

Wo

HacTacEA(DHJIHrMOBHa?
Ha

-

npomojiBHji

Hino6oribmonorjiAAeB nopiper

OH,

- YAHBHTeJI16HO

6bmo
nPH6UHR
OH
ToTqac
Ha
nopTpeT
xopoma! we c wapom.
H3o6paxceHa, ; IeriCTBHTeJMHO,
Heo6BUCHOBetmoil icpaconi
OHa 6ELTia c4worpaýHPOBaHa
weHuxima.
B RepHom luejiKoBom

ýama;
H
npocToro
H3A=oro
Bojlocbi,
qpmbmarmo
nOBH=MOMY,
TemHo-pycme,616mHy6paHm npocTo, nomiane,

;xomaiuHemy;riia3a TemHbie,ray6oime, jio6 3aAymqHBLIII;
OHa
6161
G16uia
H
BbICOKOmepHoe.
KaK
BE,
ipaweHHe
j=a cTpacTHoe
616M, H 6iie;
MO)]KeT
HecKojii6xo
xy;xaj=om,
(Ha...(VIU,27).

(2)

Y;
XHBHTej%HoenHixo! - oTBeTHii KH93b, -HA
yBepeH, 14M
cyAb6a eC He H3 06blKHOBeBllHb]X. - JIH110 Becenoe, a oHa BeAT.
yxcaCHO cTpaAana, a? 06 wom rna3a roBOPAT, BOT 3TH ABe
KocTomm, ABe ToqxH noA riia3aMH B Haqajie uxer,
ropAoe
-9To
JMRO, Y)KaCHoeropAoe, H BOT He 3HalO, ; lo6pa jiH OHa? Ax, Ka6m
Ao6pa! Bcd 61mo 6m cnaceHO! (vHi, 31-32).

(3) Emy Ku 6m xoTejioci6
pa3raAaThTro-To, cKpbiBaBineecAB 3TOM
mme H nopa3HBmeeero ;xaBeqa.
gaBeLuHeeBneqaTjieHHe
NO-mHe
ocTaBiumo
erO,
H
OH
RTO-TO
BHOBI.
6m
1-criepb cneiuHii icaK

npOBepHn.

3TO

Heo616RCHOBeHHoe

H
icpacoTe

eme no
no cBocri
allilo
CHMHee
tiemy-To
ewe nopamno ero Tenepb.Kaic 6y;xTo
Heo616. qTHaA ropýJOCTh H
B
rlOlqTH
HeHaBHCT]6,616LTIH
npe3peHHe,
3TOM JUMe,
HB
TO We BpeM31 lqTO-TO ; XOBeptlHBoe,
wo-To
YAHBHTeJEbHO
B036YNqlaJIH
KOHTpacTa
3TH
ABa
KaK
npocTo;lymHoe;
6yATo;jaxceKuoe-To cocTpa; zaHHe rrpH B3r=e Ha 3TH qepTbi. am
6iie;
lHoro
HeBbIHOCHma,
616ma;
ociierumouxam
icpacoTa
icpacoTa
la)Ke
CTPaHHHaR
JUMa, RYT16 He BrlaJILIX
H
rOpeBamix
riia3;
icpacoTal
weK
(vm, 68).
Although we have to retain an open mind as to whether we are seeingan
objective view of the portrait, or whether it is coloured by Myshkin's
perception or the projection of his own preoccupationsonto her, his
appreciation of the beauty of Nastasia Filippovna is taken over by the
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it
by
looks
he
the
the
the
time
of
suffering
recognition
at
picture
second
depicts,and on the third occasion,he seesfor the first time the effect of this
Nastas'ia
Filippovna
himself.
While
objectify
other characters
suffering on
in relation to themselves,reducing her to otherness,Myshkin seemsrather
to objectify himself in relation to her. By identifying the heroine's
immediately
he
in
the
opens
photograph,
subjective sense of selfhood
himself up to allow her to place him in the context of her own script; the
hero is, in effect, an ethically ideal readerof Nastas'ia Filippovna. At this
stagewe are not fully awareof what this involves, althoughMyshkin's role
in the story of Marie has already suggestedthe direction his actions will
take.
That Myshkin's compassionfor Nastas'ia Filippovna's suffering
arisesdirectly from her portrait is confirmed later in the novel, first, as he
recollects,
mHoro

cHo

BO
Aamce

[
T3DKejioro.
...

OT
BneliaTjieHHH

] JIHUO 3To

nopTpeTa,[ ... ] 6MnOCMWWOM

euxec nopTpeTaBB13biBajiO

H3

ero cepAua

ixejioecTpaAaHHe
xcajiocTH'(vin, 289), and later, when he tells Radomskii,
4A

He

mory jiHim

He
nopTpeTe,

(DHJR=OBH]61
HacTaci6H

erO
B16IHeCTH"
mor

BbIHOCHI"L

[

]A euxeYTWM,
...

Ha

(via, 484). As Malenko and Gebhardpoint

out, it is the image createdin his mind by the photograph,perhapsmore
than the womanherself,that stayswith him and shapeshis future attitude to
13

the heroine.

13'Portraits', 245; the aestheticaspectof Myshkin's compassionis discussedin detail in
p.
chapter2.
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Significantly, this concentrationon the heroine's suffering presents
a very different view of Nastas'ia Filippovna from that given by the
narratorwho, following Totskii's point of view, characterizesher behaviour
as merely capricious, and gives no impression of the effect her seduction
has had on her, becauseTotskii does not think of her in human terms. In
other words, unlike the other charactersin Idiot, including the narrator,
Myshkin reactsto the photograph,and thereforeto the persondepictedin it,
with empathyand compassion,rather than objectifying and finalizing her.
Furthermore,by the time of the third examinationof the picture, it hasbeen
establishedthat in contrastto Adelaida Epanchina's 'WrmmyTh He ymeIO'
(VEIL 50), Myshkin knows how to look. We are thus given a strong
impression that the Prince, through his ability to look and reconstruct
imaginatively the state of mind of those he is examining (which he has
already done in his depiction of the man awaiting execution), at these
points comes close to identifying the real Nastas'ia Filippovna, who is
otherwiseproving extremely elusive at this stagein the novel. That such a
in
is
is
Dostoevskii's
to
made
clear
process not automaticor open everyone
later novel Podrostok,when Versilov states,
ýomrpaýHqecme
rioxozmMH,

CHRMKH

lqpe3BuqariHo peAKo

Bi6ixoART

H 3TO nOHJqTHO:

cam opHrmHaii, TO eCT16Ka)KA16111
H3 Hac,
qpe3B]61'qagHO
peAKo 6blBaeT rlOXO)K Ha ce6A. B pemme TOJI16KO
MTHOBeHHA ReAOBeqeCKOeMMO BEapa)KaeTrnaBHyio
ReM CBOIO,
XYAO)KHHK H3"aeT JIHIJO H
mimcm.
CBOIO campo xapampHyw
ymbiBaeT 37Y rJIaBHYIO MLICJlb J=a, XOTA 6EJ B TOT momeHT,
B
KOTOpblr4 OH cnHcEmaeT,
H He 6uno ee BoBce B nHiie (xni, 370).

Myshkin's reaction to the photographof Nastas'ia Filippovna denies the
applicability of Versilov's comment to himself, but confirms it as regards
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the other characters in the novel; if you know how to look, it is not
impossible to see something of the original. This also highlights the fact
that even in the photograph Nastas'ia Filippovna is writing a script for the
consumption of others. In presenting the portrait to Gania on her birthday,
behaving
her
like
be
to
their
to
consent
marriage
and
signalling
she appears
a normal, respectable woman, and most of the characters assume that this is
in fact the case.
However, few of the other protagonists even think of looking at the
image in order to perceive the role she is playing, as they have exchanged
empathy for objectification. They react to the photograph only as an object,
and ignore the suffering and pride of the person, which are evident to
Myshkin, and as such allow themselves to be misled by the script she is
her
begins
Myshkin
immediately
to
character and
analyse
presenting.
situation, to the extent that he can predict the fate of Rogozhin and
Nastas'ia Filippovna only minutes after first seeing the portrait: 'Aa -iTo
6m,
a qpe3
weHHiicA
we, weHHTLcA, 2 AYMaIO,H 3aBTpa we mozaio;
HeAemo, nOXCaJrA,H 3ape3an 6m ee... ' (VM, 32). In contrast, others who
supposedly know her far better are unable to make even the vaguest guess

as to what might happen:'yx TOTAa
BcdAenOB TOM,KaKy Heil B ronoBe
meju,xHeT'(vni, 28). While the other charactersmay commenton Nastasia
Filippovna more obviously, it is only Myshkin who attemptsto reconstruct
and understandher characterfrom the flimsy evidencegiven. Conversely,
the inability of others to understandher motives or predict her behaviour
prevents them from finalizing her; purely by being unpredictable and
introducing false scripts,the heroineis able to achievea degreeof selthood.
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Furthermore,we seein the reaction of Myshkin to the photograph,as was
earlier evident in Rogozhin's story, the ability of the heroine to affect
others; almost immediately upon encountering her (in Rogozhin's case
directly, in Myshkin's through picturesand stories),both men fall under her
spell and bind themselvesto her fate.
The reaction of the other charactersto the portrait of the heroine is
important for two reasons.First, the photographis the only true presence
Nastas'ia Filippovna has in the early part in the novel as, in her absence,it
representsher only means of commenting on herself, assertingher own
characterin her own terms (and this is what Myshkin, unlike the others,
sees),and scripting herself out of the control of others, who have been
trying to constructa characterand a life for her. The protagonists'reactions
to the picture, whetherin the conscioussearchfor the 'truth' of the heroine
impulse
Myshkin's
to violence
the
of
unconscious
careful observation,or
towards it by Gania, are thereforehighly significant as indications of their
in
Second,
herself.
Nastas'ia
Filippovna
the photograph
towards
attitudes
itself, as well as in its treatment by others, we have a symbol of the
ironically,
it
by
Filippovna
Nastas'ia
others,
as
completeobjectification of
simultaneouslyrepresentsher main opportunity in the early part of the
novel to project herself as a subjective person,and is thus practically her
only meansof fighting that objectification.
If we acceptthis scenario,the heroine's lie about her future desires
to Totskii and GeneralEpanchincan be understoodas a further attempt to
avoid objectification by others and to write her own script for the
continuationof her life, in order to attain the selfhood she hasthus far been
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denied. As

Bakhtin

states, for

the Dostoevskian

character,

'ero

H
camOC03HaHHe
xmeT CBoer4He3aBepmcHHocnio, cBoeA HC3alCpl6rrOCTbIO
14
Nastas'ia Filippovna's
HepeuieHHocThio';

actions, even before she

in
her
in
the
script
order to establish
aimed
at
promoting
are
novel,
appears
herself as a conscious human subject, retain the right to utter the last word
by
doing
finalization
In
herself,
others.
objectification
and
about
and escape
direct
her
in
herself
from
frees
to
the
own
order
of
others
control
so, she
future.
for
her
the
script
own
existence and write

Furthermore,this analysisof Nastas'ia Filippovna's situation gives
in
Rogozhin
tells
the
to
story
additional weight
our suspicions about
father's
Rogozhin's
has
been
1.
If
the
tale
visit,
of
chapter
propagating
she
it now begins to look even more like an early signal of her intention to
Totskii's
to
her
to
regard
with
overturn
assert
own script, and an attempt
before
Idiot,
beginning
General's
for
her.
Thus
the
the
of
very
at
and
scripts
the main plot line has been established, through his initial, indirect
her,
figures
her
heroine
to
the
around
the
relation
characterizationof
and
Dostoevskii provides the readerwith hints of the issuesof control and the
influence of the characterson each other, which later play such a central
role in the structuringof novel.

HL THE HEROINE APPEARS: TWO SKAADALY

It is not until the reader- and Prince Myshkin - seeNastas'ia Filippovna's
actions towards the end of Part I that her aim becomesapparent.Having

14Problemy,p. 89.
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been objectified and subject to the control of others, as demonstrated
throughthe devicesdiscussedabove,her determinationto break free of this
15
her
life'
becomes
'author
control and
own
quickly
evident. While there
have been hints of scripting activity before this point, namely in Totskii's
imposition of his own script onto Nastas'ia Filippovna, her own image
being conveyed through the other's words and her photograph, and
Myshkin's storieswhich, as we shall see in chapter2, are connectedwith
his ethical version of scripting, it is not until the heroineappearsand gives
clear signals of her preoccupationsand intentions that scripting becomes
overtly both a theme and a structuring principle in the novel. From this
point onwards we see many of the strategies of scripting in Nastas'ia
Filippovna's behaviourand its effect on others.
However, when Nastas'ia Filippovna first appearsin person, far
from asserting her own personality in a straightforward manner, her actions
are entirely in keeping with the scripts others have created for her. Gania
insult
is
his
family,
his
her
to
that
the
sister
visit
and
and
assume
purpose of
she does not disappoint their expectations, as Vera's conclusion shows:
101).
Nastas'ia's
(VIU,
4KOHeqHo,y HeR 6i6maixeim OCKOp6HTI.,
3TOACHO'
visit to the Ivolgins' is characterized by arrogance from the moment she
arrives, when she takes Myshkin for a servant and is rude to him. This is
precisely the sort of proud and capricious behaviour we and the other
characters have been led to expect, owing to the influence of Totskii's
script for her. The heroine's cruelty is evident when she exposes General

15SeeBurgin, 'Reprieve', p. 259.
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Ivolgin's story about the lapdog as a fake, having previously encouraged
him, and her pride comes to the fore when she scornfully rejects
Rogozhin's offer of only 18,000rubles for her, demandinga higher price.
The mayhem and embarrassmentshe causesby lowering the tone and
switching from the role of the prospectivebride to that of the haughtyand
shamelesswhore provide an early indication of the heroine's ability to
control eventsand others' perceptionsof her.
The inclusion of melodramatic principles by the heroine in this

her
heighten
to
the tensionand
scene,as in her later appearances,
allows
intensifythe conflictsbetweenthosepresent.As her behaviourbecomes
becomesincreasinglyugly,
more extremeand eccentric,the atmosphere
and Ganiarespondsto her provocationby being hystericaland equally
AlthoughNastas'iaat timesseemsout of control,by being
melodramatic.
so shemakesotherslose control as well; it is her miseen sc6newhich
influencesthe othercharacters'
reactionsandguidesthe courseof eventsin
themajorscandalscenesin herfavour.
Shecontinuesscriptingin this vein until the end of the episode,
when Prince Myshkin,

who has seen her real self in her portrait,

and

realizes that she is merely acting the role of the person others believe her to
be,

cries,

'a

Bam H He cTi6wo!

Pa3Be Bbi TaKaA, icaicoio Tenepi6

npeAcTaBjiRmci6.01(a moxceT JM 3TO 6brrb! ' IES suspicion
when Nastasia

Filippovna

returns

to ask Mrs

saying, 'A Be;X16
HB camom ; xejie He ranA,
by Myshkin's

Ivogina's

is confirmed
forgiveness,

OH yraAaji' (VM, 99-100). Aided

clarity of vision, we also begin to realize that we cannot rely

on the image she presents of herself any more than we can on others'
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descriptionsof her, as evenher own actions in her first appearanceseemto
be part of a deliberate stance to expose that image as a product of
somebodyelse's script. In abandoningthis false script at the end of the
incident, Nastas'ia Filippovna also confounds expectations fixed by her
previouspatternof behaviour,allowing her to retain her loophole by having
the final - and most unexpected- word, to which the others presenthave
in
her
Her
to
change
script
responseto the circumstances
no reply.
ability
gives her the opportunity to evade finalization which, as we shall see,
becomesher fundamentalprinciple. We also seein this scenethe effect that
Myshkin has on the heroine; while othersbring out her worst instincts, the
Prince aloneis ableto inhibit her manipulativeplay-acting.
The idea that Nastas'iaFilippovna is acting out a role in a narrative,
in
final
becomes
the
her
'true'
than
more
obvious
rather
self,
representing
her
birthday
As
Part
her
I,
result
of
struggle against
a
scene of
party.
at
objectification and attempt to assert a different script from the one to which
she has been assigned, the heroine shows a strong metatextual awarenessof
the significance of playing roles generally. In this section of the novel,
Nastas'ia Filippovna frequently uses the language of drama and narrative to
comment on events. When Rogozhin arrives, she cries, TOT H pa3BA3Kal'
(Vin, 131), she later responds to Myshkin's proposal with the words, 'Hy,
" (VM, 138), and calls the news of his inheritance,
3To Tam... H3 pomaHOB!
'Pa3BA3KaHeox=aHHaA... A... He TaKO)KHAana"(VIII, 140). Pechorin uses
similar language in Geroi nashego vremeni, comparing his manipulation of
events and the other characters in 'Kniazhna Meri'

to a drama he is
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directing.16 In a development of this technique, Nastasia Filippovna
implicates others in her quest for (self-) dramatization by deliberately
labelling their actions as elements in narrative and dramatic structuring,
thereby connecting them to her own script. She uses such phrases not
merely as literary embellishments,but precisely in order to highlight the
incorporation of the melodramaticinto her appearances,
and to inform and
influence the other protagonists.As well as behavingin a way Myshkin has
already perceivedto be an act, Nastas'ia Filippovna deliberately suggests
that sheis treatingthe entire sceneas a dramaor a novel in which sheis the
author, main protagonistand director, and forces othersto seeand react to
the situation in the sameterms.
In agreeingto play the petit-jeu at her birthday party, moreover,
Nastas'ia Filippovna emphasizes the importance of narrating for the image
interest
in
displays
She
themselves.
a
strong
other
people present of
General
did
themselves,
with
previously
as she
peoples' stories about
Ivolgin, insisting on listening to his stories, and identifying their source.
Nastas'ia Filippovna's reaction to the idea of the game is clearly seen as
significant by those involved, as General Epanchin notices 'iKaKyBneicaeT
ee 3Ta cTpaHHaqmucim', while the narrator comments, 'moxceT6bm, ell
HmeHHoHpaBHnaci6IUIHHqHOCT]6
H xcecToKocii. HAeH.HHbie ;xaxceyBepHi6i
616UIH,
WO y Herl TyT Kaicofl-HiZya oco6i6MpacqW (VM, 121).

16 See C. I G. Turner, Pechorin: An Essay
on Lermontov's 'A Hero of Our Time'
(Birmingham: Birmingham SlavonicMonographs,1978),pp. 45-55.
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However, it is her own rather strange contribution to the game
which

establishes the centrality

of narrative as a means of self-

representation in the novel. When it comes to her turn to tell the story of
her worst action, she asks Myshkin whether she should marry Gania(vmý
130). By using the setting of the game to ask the Prince whether she should
accept others' scripts for her or establish her own, narrative becomes
overtly part of the direction and structuring of life, 'blurring again the
distinction of lived and narrated experience'. 17 The other characters,
although anxious to present themselves in a certain light for their own
reasons and to promote their own images in the hope that others will concur
with their self-presentations, do not see the vital importance of narrating for
Nastas'ia Filippovna. Totskii in particular, who was solely concerned with
appearing elegant and amusing and lied so blatantly about his own 'worst
action', is horrified that she should decide such an important issue by such
'trivial' means. Only Myshkin and Nastas'ia Filippovna herself understand
the significance of the game and of telling stories about oneself in general;
as the heroine says, 'TYT BC31
moA *H3Hi6 Ha OýJHOM
BonociceBHcena; qero
cepiwMee? ' (v4

131).

In turning the game to her own advantage, and using an apparently
unconnected episode to comment on her own situation, the heroine shows
great improvisational
possibilities

18 Her
skills.

of the present moment

17Jones,Dosloyevsky
after Bakhfin, p. 127.
18SeeBurgin, 'Reprieve',
pp. 259-61.

and awareness

of the

enable her to take control

of the

spontaneity
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by
free
Totskii's
breaks
is
It
that
this
control
she
of
point
at
situation.
her
in
favour
but
far
from
doing
Gania,
to
of
own story,
so
refusing marry
how
for
bids
invites
sheshouldproceed,and
of
proposals
alternative
she
Gania's
her
by
to
takes
offer relatesonly
others.
on
up rolesprojected
again
to the worst of Nastas'iaFilippovna'sexperience(beingthe propertyof
is
in
be
to
anycasemerelya continuationof
and
soldon at will),
othermen
her current status,which is preciselywhat she wishesto avoid. The
is
life
family
happy
lead
a
suggestionthat shecan makea new startand
bothby the attitudeof Ganiaandhis family towardsher,
flatly contradicted
Ivolgins.
the
behaviour
by
her
visits
she
when
and
own provocative
Moreover, the choice of Gania, whose ordinarinessis repeatedly
intelligent
insult
is
talented,
to
the
future
husband
and
an
emphasized,
asa
future,
her
her
to
heroine.
marriage
Regardless
own
need chose
of
eccentric
her
her
to
jumped-up
is
bureaucrat
and
question
agenda,
to a
on
clearlynot
Myshkin marksher withdrawalfrom passiveparticipationin the ordinary
scriptsof othersin favourof assertingher own, activeand extra-ordinary
scripts.
In contrast,both Rogozhinand Myshkin presentthe heroinewith
images which correspond to her deepest divided impulses. Rogozhin
be
for
belief
feelings
her
that
punished
should
she
to
appeals
of guilt and
her crimes by treating her as a whore, and Nastas'iaFilippovna encourages
him to bid higher, reinforcing this image of herself and exhibiting her
shamefor all to see,but in doing so, she simultaneouslyand paradoxically
her
intense
Rogozhin's
for
demonstrating
her
pride.
potential
raises
value,
violence towards her, already identified by Myshkin, and the recklessness
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he demonstratesin pursuinghis passion,imply an awarenesson the part of
Nastas'ia Filippovna from the start that in encouraging Rogozhin's
attentionsshe is knowingly placing herself in a perilous position, and that
she chooseshim for this very reason.Moreover, the sinister aspectsof his
characterand family background,with its links to the skoptsy,and therefore
19
Castrates'
to the
practice of sexual mutilation, correspond to the
melodramaticand Gothic leanings of the heroine, further suggestingthat
Nastas'iaFilippovna seesthe affinities betweenthem and the useRogozhin
will be to her future script.

Myshkin,meanwhile,awakensherold dreamof salvation:
Tim npaB, AaBHO meqma,
Pa3BeA camao TeGeHe meqma?
-'+ro

eMe B AepeBHe y Hero,

nATh

jieT npomma

OAHa-OAHHeXOHBKa;

Aymaem-Aymaeuoib,6EaBano-To,mewaem-melmemb,
TaKoro,

KaK ThI,

-H

BOT BCO

H
xopoiiierO

Ao6poro,-iecTHoro,
Boo6pa)Kaiia,
CKa)KeT: ((BE-i
H
rii)meHbKoro,
wo
He
Taxorowe
B;Ipyr npKAeT;ja
(DHimnOBHa,
BHHOBaTj6r, HacTacE.
(VIII,
b)
144).
o6mmo
aA
Bac
A

Shame is a major factor in her turning to Myshkin; she wishes to be
forgiven and for her shameto be expunged,as shefeels guilt for the sin that
was committed againsther. Shameat her Wen stateboth drives Nastas'ia
Filippovna to fall further, and to crave forgiveness,whilst believing her sin
is too great to be forgiven, and is thus a significant impulse in the creation
of both directions of her script. Furthermore, Myshkin's proposal also
fulfils her need for a defender;we already know from the story of Marie
that he has excellentcredentialsas a saviourof fallen women,but Nastas'ia

19Comer, 'Rogozhin andthe Castrates', 934.
pp.
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Filippovna is not yet aware of this potential, and the effect on her of the
hero's interventionto preventGania from hitting his sisteris striking:
HacTaci6A (DRJIIUMOBHa 6bmaTowe oqeHb
raHH H oTBeTom ICHA3A. 06LUKHOBeHHoe

nopa)KeHaH nOC7yrl]KOM
6jieAHoeH 3a;xymqmoe
6bi
AaBeI]IHHM
BpeMA
He
KaK
BCd
c
mpmoRHpoBaBiiiee
imuo ee, Tar,
oqeBHAHO
6mjio
B3BOJIHOBaHo Teneph
ee
cmexom,
HanyciKHum
6YAM
He XOTeJIOC16
H,
OAHaKo,
Bce-TaKH
HOBbIM IqYBCTBOM;
erl KaK
CROBHO
ocTaTT.
CA
HaCmeuiKa
YCIUIHBanaci6
B
BMCKa3UBaT]6,
H
erO
OHa
rlpaBo,
nporOBopHAa
me-TO
cro
mmo!
ee.
BHAejia
ime
CBOA
BCrIOMHM
omn
BHe3aflHO
AaBeunmg
cepi6e3HO,
BApyr y)Ke
(VIII, 99).
BOHPOC

Thus the immediate image Myshkin presents as a defender of women
life,
Filippovna's
Nastas'ia
to
the
trying
against one of
control
very men
be,
is
his
to
the
to
that
she
pretends
not
person
she
coupledwith
ability see
her
innocence,
her
dream
to
allowing
a
return
of
mix with
almost-forgotten
to identify him with salvationevenbefore his proposalof marriage.
There is a strong element of Manichaeism surrounding Nastas'ia
Filippovna's relationshipswith others and beliefs about herself, which are
defined by polar oppositeswith no middle ground. Tbus the heroine sees
herself simultaneously as both great and worthless, utterly corrupt and
totally innocent,and her relationshipswith both men are influencedby this
contradictoryself-image.Nastas'iaFilippovna's choice at the end of Part I
of becoming Myshkin's princess or Rogozhin's whore therefore
exemplifies the two versionsof her script for herself and her protagonists.
While the 'truth' about all thesecharactersand their relationshipsmay lie
somewherein the middle, it is the fact that the heroine seesherself and
others in such binary, black and white terms that is important:
innocence/corruption,love/hate, salvation/perdition, princess/whore; all
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emotions and ideas are at their most extreme, and the middle ground is
excluded.
Peter Brooks allies the polar extremes of Manichaeism to the
melodramaticform:
What we most retain from any consideration of melodramatic
structuresis the senseof a fundamentalbipolar contrastand clash.
The world according to melodrama is built on an irreducible
Manichaeism, the conflict of good and evil not subject to
compromise.Melodramatic dilemmas and choices are constructed
on the either/or in its extreme form as the all-or-nothing.
Polarization is both horizontal and vertical: charactersrepresent
extremes, and they undergo extremes, passing from heights to
depths,or the reverse,almost instantaneously.The middle ground,
and the middle condition are excluded [ ... ] Polarization is not only
a dramatic principle but the very meansby which integral ethical
20
conditionsare identified and shaped,madeclear and operative.
The powerful melodramaticimpulse in the novel, emanatingparticularly
from the personality and actions of Nastas'ia Filippovna, is thus both
groundedin and complementedby an ethical systemwhich, while it may
not beneficial to her state of mind, gives a consistent thread to her
motivation.
The opposition between Myshkin & Rogozhin is set up at the
beginning of the novel by the narrator, but it becomesimportant to the
novel only becauseit is evidentto Nastas'iaFilippovna and correspondsto
her deeply polarized view of herself The heroine projects the extremesof
her characteronto the two men, to make them adopt central roles in the
alternative scripts she is preparing in order to free herself from Totskii's

20 Yhe Mejo&amadc Imagination.- BaImp, Henry James,Melodrama
and the Mode of
Ewess (New Haven andLondon: Yale Udiversity Press,1976),p.36.
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control. The rivalry between Rogozhin and Myshkin, which becomes a
vital componentof the novel's main plot, and is responsiblefor the fates of
all three, is thus largely a product of Nastas'ia Filippovna's imaginative
perception, and the fact that the roles she offers both echo their natural
desireswith regardto her. In this we seethe reciprocal nature of scripting;
without the active participation of Myshkin and Rogozhin, Nastas'ia
Filippovna hasno script, and cannotasserther own self-imageor influence
the direction of the narrative.
Both her scripts dependon the perceptionof her by anotherbeing
aligned with her own self-definition, and to this end she securestheir
attentionand participationby presentingthe sidesof her characterto which
they will bestrespond.Thus shetells Rogozhinsheis worth more than he is
offering, raising her own price to heightenthe appearanceof both her pride
and shamein the eyes of others; by putting herself up for auction in this
way she simultaneouslyraisesand destroysher own value. By implication
this also emphasizesRogozhin's worthlessness,as she makes it clear that
he is a meansto an end and has no value to her as a human being. This
becomesa major sourceof motivation for Rogozhin's hatredof the heroine,
and she fluilier provokeshis jealousy and senseof his own inadequacyby
turning to Myshkin. In contrast,in order to attractMyshkin's attention, she
tells him about her dream of salvation,appealinggenerally to his senseof
justice and decency,as well as specifically identifying his desire to defend
women; but by aligning herself with Rogozhin, she also indicates to
Myshkin her perilous position and urgentneedfor his help. As a convenient
shorthand,I shall henceforth refer to Nastas'ia Filippovna's scripting in
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relation to Rogozhinas her 'whore script', and that in relation to Myshkin
as her 'princessscript, as this representsthe stark choice she faces at the
end of Part I: she can either become Rogozhin's whore or Myshkin's
princess.However, it is not merely this choice which is important; it is the
heroine's use of these possible roles to play charactersoff against each
other in order to direct the courseof events in her favour which classifies
her interactivity as scripting. It is the interplay of the different components
of her psychological make-up, the fatal, fallen and emancipated aspects, as
Matich states, which determine her self-image and the roles she allocates
21

others.

The polarity inherent in Nastas'ia Filippovna's character and its
heroine
(and
in
Rogozhin
Myshkin
to
the
the
and
reflection
relationships of
to each other) are central to the novel. Burgin is therefore some way off the
mark in her thought-provoking article when she claims that Nastas'ia
Filippovna rejects Myshkin's proposal of marriage because he arrives too
late, after she has abandoned her dream of salvation.22In fact both extremes
are present simultaneously, as her response to Myshkin's offer suggests.
Recalling her dream of a good man who will tell her, 'BM He BHHOBaTbi,
HacTaci6A(DHJH=OBHa,aA Bac o6o)Kwo!', she continues, 'Aa raK, 6MBajio,
pa3me,qnraemc.q, qTo c yma cormem...

A rIT npHeAeTBOT3TOT:mecqua

no ABarocTHii B ro; iy, OnO30PHT,
pa3o6HAHT,pacnanHT,pa3BpaTHT,ye;IeT,

210. Matich, 'Yhe Idiot: A Feminist Reading', in Dostoevski
and the Human Condition
After a Century, ed. by A. Ugrinsky, F. Lambasa and V. K Ozolins (New York:
Greenwood,19861pp. 53-60 (p. 54).
22'Reprieve', p. 260.
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6yma,
TaK
ThICAIqy
pa3
B
npy;
x
xoTena
KaHyTi6cA,
;
xa
noxia
AYUIH He
xBanoo' (VIIII, 144). Her direct reference to the reality of Totskii's abuse
interrupting and destroying her dream also reminds her of her own
perceived basenessand guilt, and persuades her that she cannot accept or
even believe in the Prince's offer. Furthermore, the recollection of her

suicidal ideation, which arose as a result of her abuse,immediately turns
her thoughts back to Rogozhin as, having ignored him since Myshkin's
proposal, she ends the above speechby announcingher final decision to
leave with him; the guilt which led her to consider suicide in the past
reassertsitself, and shetakesthe suicidal option again.
Nastas'ia Filippovna's constantvacillations betweenthe two men,
the conflicting desires for both punishment and forgiveness which they
representto her, and her eventual resolution of the conflict, inform the
entire sub-structureof the novel, including the final sceneuniting the two
men over her corpse.It is also essentialfor her ultimate aim of avoiding
finalization by others that the heroine keeps different options alive;
retaining the right to changeher mind until the final moment is pointless
unless she maintains alternative scripts and, owing to her profoundly
dualistic, Manicheannature,thesealternativesrepresentoppositeextremes.
Myshkin strikesa chord with Nastas'iaFilippovna, establishinghis script in
her mind as a possible alternative. Although she quickly hands back his
script, sheis, as we shall seethroughoutthe novel, unwilling to surrenderit
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definitively, as it gives her an additional dimension, allowing her to keep
her optionsopenthroughthe availability of choice.23
The fact that Nastas'ia Filippovna gives others such a prominent
role in forming alternative versions of her future life is indicative of an
awarenessof the importance of interaction with the other in establishing her
script. However, it also highlights a serious problem she faces: having been
completely defined by the expectations of men and the condemnation of
society, without a voice of her own, she is doubly deprived of selfhood.
This is where Heldt's analysis is inadequate in claiming that both Nastas'ia
Filippovna and Aglaia 'have complete freedom, economic and otherwise, to
is
fate
Filippovna]
[
]
[Nastasia
their
multitude of
given
a
choose
own
...
fallen
fatale
femme
her
to
or
woman, she
opportunities
cast aside
role as a
is shown to be capable of living quietly; but she is ultimately unwilling to

live'. 24In fact, the choice of both women, and of Nastas'ia Filippovna in
dependence
in
is
limited
by
their
society
and
particular, strictly
on
position
men for their material well-being; Aglaia's attempts to break out of the
mould cast for her appearequally impossible without the help of a man
(either Myshkin or Gania).
The 'woman question', which has already been mentioned in the
novel, at this point becomesa theme,and althoughthere is little evidenceto
supportRadomskii's later suggestionthat Myshkin hasbeen seducedby the

23The importance this
of
possibility in achieving selfhoodare discussedin chapter 3, pp.
306-18.
24 Ter7lble Perfection: Womenand Russian Literature (Bloomington
and Indianapolis:
IndianaUniversity Press,1987),p. 35.
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contemporaryissue and the feminist argumentsof the nihilist movement
(VIII, 481-482),his instinct that this is an important issuein assessingthe
behaviour of both women is correct As well as this problem, Nastas'ia
Filippovna's position is ftuther complicatedby the self-destructiveforces
sheharbours,which impinge significantly on her freedom,as Heldt admits,
contradictingher previousstatement:'Aglaia seesthat NastasiaFilippovna
hastried to manipulatelife, but mistakenlythinks that the other womanhas
25
kind
in
her
'Treedom7
a
of
madness'. Nastas'ia Filippovna is far from
being free, and althoughshe may successfullywrest herself from Totskii's
control, she is not able to assertherself as an individual in her own right.
We shall seeher unique solution to this paradox in the control she exerts
over Rogozhinand othersand the influence shegainsover the narrativeas
a result of this asthe novel develops.
By the end of Part L therefore, we have establishedthat for
Nastas'iaFilippovna,the impulseto narrationis not simply an interest,but
literally a matter of life and death,both in the sensethat it forms the basis
of her scripting, which is vital to her continuedexistence,and in that one
possible direction of her script specifically incorporates her death. In
identifying her two dramatically opposingand mutually exclusive scripts
suggestedby the reactionsto her of Rogozhinand Myshkin, and accepting
first one and then the other, Nastas'ia Filippovna turns what would
otherwisebe a role-playing game into an issuewith seriousconsequences
for the rest of her life, andthe novel. As we have seen,her life up until this

25Tenible Perfecfion, 36.
p.
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point has been entirely under the control of another's scripts, but at her
party, her desireto asserther own script at whatevercost explodesonto the
sceneand causesreverberationsthat continuethroughoutthe rest of Idiot.

IV. THE HEROINE DISAPPEARS: CONTROL AND INTERPRETATION

After the two major appearances
of Nastas'iaFilippovna at the end of Part
L the six-month gap before Prince Myshkin returnsto St Petersburgat the
beginning of Part Il further distancesthe reader, who already has little
reliable information and is facedwith a massof contradictionssurrounding
her character,from knowledgeof the heroine'sactionsandmotivation:
H
BTOPOrlqaciiio pomaHa
nepBorl
me=y
OH npHKOBi6lBaeT K
((HAHOD) - He ((nycThEuiKa
B jioTepee BpemeHH)),
143
H
npHcTajEbHoe
BHHmaHHe
mHowecTBa
ce6e
repoeB tuffaTeiieft.
M161 BEiAejiAemnmim
COBepMalOlIMCA
B 3TOT nepHo;x co6mTHA
(DRAHMOBHbi.
3;iecE. ciieAyeT
pa3BHTHA
Hacmmm
momeHTbi
3ameTHTj6 npe=e Bcero, lcrrO pa3BHTHe xapaicTeparepoHHHAaeTc3l
Mbiumma,
C TWDCH 3peHHA ApyrHx repOCB
(Poromma, IM3A
26
((nPOBaJl))

EBreHi4A

noBeCTBOBaHHA

rInROBHqa).

It becomesclear that the eventsof the missing six months are vital to our
understandingof the main characters,not only becauseit representsthe
most significant period of interactionbetweenthem, but also becausethe
hero and the atmosphereof the novel changeas a result of it. We are given
the strong impression that the time the three main charactersspent in
Moscow was decisive; in particular, Myshkin feels that it had a very
adverse effect on Nastas'ia Filippovna's mental state, while the hero

26A- F. Sedov,'Svoeobrazie
vremennykhotnosheniiv romaneF. M. DostoevskogoMot i
problemarazvitiia geroia',Filologicheskienauki. 4 (1979), 22-6 (p. 25).
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himself is so overcome with pain at the thought of her suffering that he
cannot bear to think about their time together ('He XOTeJIA exaTh cio; xa! A
XOTeJIBC8 3To uemEiiee 3a&rm,

H3 cepAija BBTBaTfi' (VIH,

180)),

suggesting a terrible event or period of time which has affected all three
protagonists decisively. The fact that the Gothic voice becomes a prominent
feature at this pointý7 particularly in the scene in Rogozhin's house and in
the murder attempt which follows it, also makes the tenor of the narrative
feeling
that
the
to
threatening,
reader's
more oppressive and
adding
something terrible has occurred.

However,the readerand,apparently,the narrator,aswell asmost of
the other characters,are left with little idea about what actually occurred
betweenMyshkin, Rogozhin and Nastas'ia Filippovna during this major
lacuna,forcing everyoneelsepresentto fill in the gapsin the text. It is also
significant that Nastas'ia Filippovna herself is in many ways responsible
for this gap in the narrative, as while the narrator follows Myshkin's
the Prince,having accepteda role in Nastas'iaFilippovna's
consciousness,
script, follows hers;it is her decisionto leavewith Rogozhinwhich causes
the gap. Although he has his own businessto attend to in Moscow,
Myshkin eventuallyreturnsto Petersburg,and the purview of the narrator,
becauseshehasalreadydoneso.
By shifting the sceneof the action away from Petersburgand the
narrator's field of vision, Nastas'ia Filippovna highlights the unreliability
of the narrator.ffis previous omniscienceis destroyed,and after the six-

27As Miller points
out, Author, Narrator, andReader,p. 108.
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month gapbetweenPartsI and III, he is forced to report gossipand rumours
rather than 'facts', which servesfurther to undermineour already limited
knowledge of the heroine. All we know with any certainty is that the
heroine ran from Rogozhinto Myshkin, and then back to Rogozhin again.
However,eventhis information hasto be viewed with somescepticism,as
the narrator seemsto have no idea what is happening,and much of the
corroboratingevidencecomes from Lebedev, who becomesincreasingly
unreliableand inconsistentboth as a narratorand in the part he plays in the
plot of the novel.
By the beginning of Part 11, therefore, the reader has had to
formulate an image of Nastas'ia Filippovna with very few pointers, and
from
face
the suffering
be
taken
that
apart
value,
practically none
at
can
Prince Myshkin seesas the 'truth' of her characterin her portrait, and his
assertionthat she 'isn't like that' at the Ivolgins'. In Part 11,the situation
becomeseven more problematicfor the reader,as the heroine disappears
from view altogether.As Morson states,'We wonderwhat hashappenedto
Nastas'ia Filippovna and Rogozhin, and their occasional abrupt
appearances
only remind us all the more palpablythat thesetwo characters
28
This
largely
the
sectionwill
to
the
are
parts'.
middle
extraneous
action of
examinethe themesof control and interpretationwhich were hinted at in
relation to the heroinein Part 1, throughthe commentsabout her madeby
the other charactersand the effect of the brief appearancesshe makes,in
order to define the extent and direction of the scripts she has adoptedfor

28*Tempics',p. 110.
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herself at the end of Part L and the influence they have on the other
protagonistsand the movementof the narrativeas a whole.
The first information we receiveabout Nastas'iaFilippovna in Part
II is from Lebedev's conversationwith Prince Myshkin (VIII, 166-168).
Lebedev says that Nastasia Filippovna asked him to save her from
Rogozhin in Moscow, but not to tell Myshkin; he claims that she is more
afraid of the Prince, and he admits that he brought her back to Rogozhin.
Lebedev'sdescriptionof her treatmentof Rogozhin,'0 Hemwe camomvau
o6 anenbcHmionicopKenommmnAeT,He 6ojiee, To ecTb H Gonee,co
cTpaxoM H y)Kacom,;xaxcerOBOPHTIx
3aripeigaeT,a BHAATcApa3BeTOJE6KO
' confirms the suspicion that she chose him
vro no Heo6xoAHmocTH...
purely as a means to an end and not for himself Furthermore, in reporting
her insistence on her freedom after she left Rogozhin at the altar for a
second time (, A, roBopHT, CB060AHa[ ... ] A, rOBopHT,eige coBepineHHo
CB060AHa'),Lebedev emphasizesthe fact that retaining her unfinalizability
is the basis of her scripting. He also tells Myshkin that she is interested in
his interpretation of the Apocalypse, suggesting a preoccupation with
judgement and new life. Finally he reveals that Aglaia Epanchina is
Planning to visit Nastas'ia Filippovna in Pavlovsk, in an early signal of the
heroine's continuing ability to influence other characters.

However,as with the descriptionsof Nastas'iaFilippovna in Part 1,
here it again becomes apparent that we cannot necessarily take Lcbedev's
words at face value. Myshkin is immediately aware that Lebedcv is trying
to avoid the issue and has something to hide: TH31310npHiEuioHa ym, qTo
Jle6e;IeB H ;xeAcTBHTejiEHo,
mo)KeT6um, zmeTcA H icpHBnAeTcA
nOTOMY
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Tojmico, trro, npeAqpcTByq ero BonpocEi, He 3HaeT,KaK Ha HHx oTBenm,
H Bi6u=i6maeTBpemA'(VR

161). Later, when the Prince asks him directly

ABym rocno; xam'
what is going on, he tells Lebedev, 'rlojmoTe CnYXCWM
(VUL 166), confirming our suspicion that he is not to be trusted, as he is
simultaneously
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representing conflicting

Furthermore,

his

for
he
do
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money (VIII, 161) also
nephew's suggestion
will
anything
undermines his reliability

for the reader, who knows nothing about

Lebedev's agenda.

This scene,like so many othersin the novel, is full of contradictory
signals:Lebedevhas 'sold' Nastas'iaFilippovna to Rogozhintwice, and as
such can be consideredas no better than her seducer,Totskii, yet the
that he prays for her ('Ynoicorl,

possibility

rpeimum6i rpaýww
that

; xymy Bemmort

rocnoAH,

Aw6appH H Bcex eft no; xo6HBix' (VIH, 165)) suggests
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165). We are left with no more certain information

dislikes (VHI,

than the fact that

Lebedev is playing some part and possibly more than one - in the intrigue
between

the main

characters, but his motivation
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further
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This also raises the
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interestingpossibility that in his appearanceon the train at the beginningof
the novel, Lebedev is already performing this role, in order to attach
himself to Rogozhin and facilitate the latter's re-entry into Nastas'ia
Filippovna's life. As the novel continues,Nastas'ia Filippovna sows the
seedsof confusion through Lebedev,which intrigue the other characters
and provoke their interpretations of her. Hidden agendas and the
increasingly,
Lebedev
the
the
and,
unreliability of
characterssuch as
narrator, enlargethe gaps in the text, particularly in relation to Nastas'ia
Filippovna, forcing the reader, as well as the other protagonists,into
speculationand interpretation.Repeatedemphasison the unknowability of
the heroine, and the unwillingness of those who are aware of what
happenedin the missingsix monthsto discussher actionsand motivation,
sustainthe uncertaintyof the readerand the other characters,preventing
both groupsfrom finalizing her.
A similar problem ariseswhen Rogozhindescribeshis relationship
have
We
following
in
Nastas'ia
Filippovna
Myshkin
the
chapter.
to
with
is
Rogozhin
that
from
the
an
the
novel
alreadyestablished
openingpagesof
unreliablenarratorwith regardto Nastas'iaFilippovna,and now, regardless
her
be
his
he
is
must
truth,
about
telling the
of whether
every comment
in
I
full
Part
heroine
The
the
are
so
consideredsuspect.
meansof portraying
of misleading statementsand hidden agendasthat even if from now on
every word uttered about her was straightforward,somedoubts about the
reliability of suchstatementswould remain.
In fact, what is noticeableabout the sceneRogozhin describesof
him beatingNastas'ia Filippovna and then beggingher forgivenessis not
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on this occasionthe unreliability of the story, but the control the heroine
exerts over him. Not only is she dictating his actions, but it is she who
introducesthe literary comparisonof the Heine poem (VIII, 177-9),thereby
providing Rogozhin with a model for his behaviour. Thus, as with
Lebedev's comments discussedabove, we begin to see the imprint of
Nastas'ia Filippovna on the information we receive about her. The
influence she has over others,and the effect this has on both the reader's
and the other protagonists' (particularly Myshkin's) perception of the
heroine,is a dominantaspectof scripting and displaysthe skill and power
with which sheusesthe processin order to turn the tablesand gain control
over others;in this incident sheeventurns Rogozhin'sviolent abuseto her
own advantage. By this stage the heroine has already established
Rogozhin's role in her script as a vengeful murderer through her use of
literary projection, and is directing his words and actions even in her
absence.
However,while there are hints that Rogozhinis adoptingNastas'ia
Filippovna's perspective, we are also reminded that even if he is describing
scenesthat actually 'happened', they are distorted through his agenda. Thus
we at least have to retain suspicions about his analysis of Nastas'ia
Filippovna's motives; as Myshkin comments, 'Tm mHHTeneHH peBHHB,
HOTOMY
H npeyBeJER'qMBCe,WO 3amenm ; WpHoro' (VIII, 179). As the
chapter where this conversation occurs is the main source in the novel of
the idea that,,as the culmination of her 'whore script', Nastas'ia Filippovna
wants to many Rogozhin in order to die at his hands, we have to bear in
mind the fact that it is her prospective murderer who supplies her motive -
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and his own justification - for the crime. At this point we haveno meansof
verifying Rogozhin's claim, and therefore have to view it with some
scepticism.It is also noteworthythat Nastas'iaFilippovna's 'whore script',
if we believe Rogozhin,has changedconsiderably;at her party, she chose
Rogozhinfor the shamehe would bring to her, but her script hasnow taken
on a much darkernote.
Myshkin seemsunwilling to acknowledgethis change;his denial of
Rogozhin'sinterpretationat first seemsto underminethe latter's version of
events,aswe havethus far beengiven no reasonto mistrustthe hero,but in
fact his inability to comprehendNastas'iaFilippovna's motive for 'courting
the knife' suggeststhat he is naliveand simply does not understandthe
nature of her problems. In the light of his previous capacity for
understandingher, and the considerableamount of time he spentwith her
after shefirst left Rogozhin,his blind-spoton this subjectat this point seem
odd. It implies that he is unwilling to contemplatethe idea that she wishes
to harm herself, perhapsbecausesuch an admission to himself would
tarnish his image of her innocence, or becauseadmitting that she is
'courting the knife' would inevitably entail the immediateresumptionof
his questto saveher. Although he remainsdrawnto Nastas'iaFilippovna, it
becomesclear from Myshkin's later actions,when he tries to get on with a
comparatively normal new life with Aglaia, that he does not wish to
continue in his role as champion and protector in Nastas'ia Filippovna's
alternative script, in which she is the innocent princessto be saved by
Myshkin's chasteprince.
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Rogozhin's comments about her desire to die at his hands,
therefore,may representan accuratedescriptionof her motives, but doubts
are subtly introducedby his previouslack of reliability as a narratorand his
personal interest in her death. In Myshkin's questioning of Rogozhin's
interpretation of her state of mind yet another layer of uncertainty is
highlighted, becauseMyshkin may still have soundreasonsfor his beliefs
about Nastasia, basedon his relationship with her. However, again we
cannot verify this as it relatesto the six-month absenceof all three main
protagonists.The clashbetweenthe two men's opposingviews of Nastas'ia
Filippovna's motivation, whilst hinting at the emotionalextremesoperating
within her character,also effectively underminesboth, leaving the reader
with no means of understanding her. The very fact that she is
simultaneouslyplaying two contradictoryroles,basedon her Manichaeistic
impulses,in itself preventsunderstandingor finalization of the heroine;the
readerhasno solid basiswith which to interprether actionseither, owing to
the constantquestion marks againstthe characters'commentsabout her,
which nevertake accountof both extremesoperatingin the impulsesto her
actions,deepeningthe cycle of obscuritysurroundingher self-presentation.
When the action shifts to Pavlovsk,Nastas'iaFilippovna disappears
into the backgroundaltogether,as the major crowd scenewhich takes up
most of the remainderof Part 11of the novel seemsto have little to do with
her. However, readingsof the heroine are presentin this section, in that
they form an inherentpart of the two interpretationsof the Prince which are
central to this scene,Aglaia's rendition of 'Zhil na svete rytsar' bednyi',
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29
Keller's
and
article. In the first case, the comment on Nastasia
Filippovna is direct, as Aglaia changesthe initials on the poor knight's
shield to N.F.B. (VHL 209), not only to confirm that she is referring to
Myshkin, but also to suggestthat, as in the caseof both the poor knight and
his precursor, Don Quixote, his ideal is unworthy and a product of
delusion:
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Aglaia simultaneouslypraisesand criticizes Myshkin for his idealizationof
Nastas'ia Filippovna, but her attitude towards the heroine is entirely
negative, suggesting criminal rather than simply morally questionable
behaviouron the part of the 'ideal of pure beauty'.30In her commentson
Nastas'iaFilippovna, Aglaia is trying to re-imposecontrol on the heroine
and subjecther to objectification again, after the latter's attemptto break
free from others' scriptsfor her.
Similarly, Keller's

article comments briefly

on Nastas'ia

Filippovna's relationshipwith Myshkin, implying that she is interestedin

29 V. A. Viktorovich, 'Pushkinskii
motiv v I&ote F. M. Dostoevskogo', in Bol&nskie
chleniia (Gor'kii: Volgo-Viatskoe knizhnoe isdatel'stvo, 1980), pp. 126-136 (P. 131).

30As the
villagerstry to do in their persecutionof Marie in Myshkin's story; seepp. 17374 below.
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him only because of his fortune by juxtaposing the two issues: after news
has broken of his inheritance, according to the article, 'oKono Hamero
6apOHa B urm&erax,

upHyAapHBmero 616MO3a oAHoio MBecTHoio

icpacaBHueA-coAepwaHKoR,co6paiicA BApyr ixenaA Toinia Apy3erl H
npHATeiieri' (VRL 219). As in the other cases of interpretation in this
of the comment about Nastas'ia

section of the novel, the reliability

Filippovna is undermined by the agenda of its author, Viktorovich points
out that Wuatri

moTHB B 3THx AByx opomaHax)) -

rW3pHTejIbHoe

oTHouieHHeic repoHHe' On the other hand, against this unflattering
.31
interpretation of the heroine's motives, the article also contains a more
sympathetic, displaced interpretation of her in the image of Burdovskii's
mother as another young victim of an ageing libertine, inserted deliberately
by the authors of the article to play on Myshkin's known weakness for
32
wronged women. However, the fact that this account turns out to be false
almost immediately removes any sympathy aroused by the sketch, at least
for the other characterspresent.

The tone of the interpretationsof Nastas'iaFilippovna at this stage
is increasinglynegative:IWs Epanchina'stirade againstthe nihilists, after
their plot has been exposed,also hints at condemnationof the heroine's
behaviour: 'ReByma B ;xome paC1W,
A Ha AHAX 3a
APOWM:((MameHbKa,

BAPyr

CpeAH

YJIHW

rIphIr

Ha

HBaHwqa
Kapmaqa
wn4
raicoro-TO

3' 'Siuzhet i
povestvovaniiav romane F. M. DostoevskogoIdiot', in Poprosy siuzhet I
komPodWj v russhoiliterature. Mezhvuzovskiisbornik (Gor'kii: Gor'kovskii
universitet,
1988),pp. 63-71(p. 68).
32SeeMatiCh,'Poor Nastja', 58.
p.
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3amyw w6mma, npouxarrreb>' (VIII,

237). By

connecting Nastasia

Filippovna's actions with caprice and contemporary ideological fashion,
Mrs Epanchina denies the possibility that her behaviour is psychologically
motivated by guilt over her seduction by Totskii and her twin desires for
revenge and redemption.
After Nastas'ia Filippovna's disappearance, the fact that others

incorporateher into their narrativepresentationsis a sign that they are still
preoccupiedwith the heroine and her actions, and are trying to regain
control of the narrative after her departureat the end of Part I left it in
chaosand without a main plot to follow. Sincethe beginningof the novel,
attention has focused on Nastas'ia Filippovna in two ways: at first
indirectly, through her photographand the characters'conversationsand
in Part 1, which also
storiesabouther, then directly in her two appearances
set up the main plot of Idiot, and then indirectly again after Myshkin's
return from Moscow, when sheis uppermostin the minds of both Myshkin
and his two interlocutors,Lebedevand Rogozhin.When the action moves
to Pavlovsk, there is a defuiite changeof tone as attention moves away
from Nastas'iaFilippovna.33The other protagoniststry at this point to take
advantageof her absenceby re-imposingwhat is effectively their common
script for her, which has its origins in their sharedassumptionsabout the
moral codeand hierarchy,forcing their ideasof what sheis and her lack of
value as a humanbeing on to the text and onto Myshkin's consciousness;
Aglaia's readingof the Pushkinpoem in particular is aimed at confronting

33'Onthe
role ofPrince Myshkin and the narratorin this change,seechapters2 and3.
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the hero with the inadequacyand inappropriatenessof the ideal he has
chosen, in the hope that he will abandonthe heroine and find a more
suitable cause.However, in also voicing her strong approval of his quest,
Aglaia provides the first hint that she has chosenMyshkin as a potential
suitor not in spite of but because of his connection with Nastas'ia
Filippovna; in this way the heroine's influence over the actions and
interactionsof the other protagonistsbeginsto affect their relationshipsand
thus the direction of the plot
The numberof interpretationsof Nastas'iaFilippovna in Part H of
the novel remind the reader of her continued importance for the other
characters. In spite of her absence, they recognize that she is still a central
figure and that their relationships with her remain significant; Viktorovich
notes the intense interest others have in Nastas'ia Filippovna, and more
specifically in her relationship with Myshkin, which gives rise to the
endless runiours and interpretations, and informs the structure of the
34
novel.

However,it is when the heroinereappearsin Part H that her pivotal
dynamicrole in the structureof the narrative as opposedto remainingthe
passiveobject and product of the interpretationand control of others- is
gradually realized.Having abandonedTotskii's script for her in favour of
'authoring her own life' at the end of Part IS35and escapedthe burden of
being defined by others,Nastas'ia Filippovna not only has to create and

34'Pushkinskii
motiv', p. 131.
35Burgin, 'Reprieve', 259.
p.
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asserther own script, but also has to make othersredefine their scripts for
her in line with her own. The strategyshe adoptsto try to achieve this is
remarkable,and,for a long sectionof the novel, almost successful;whereas
in Part 14her absencemadeit easierfor the other charactersto objectify and
finalize her, now she usesher absenceto avoid finalization by others,by
trying to exert control over them. By remaining enigmatically behind the
scenes,shecreatesa hugegap in the text, which forcesthe other characters
into interpretativemode,putting them underthe influence of her scriM and
preventing them from reverting to their previous habit of finalizing the
heroine.
Her absencefrom the central section of the novel is punctuatedand emphasizedby - the three brief appearances
shemakesin PartsH and
IIIL the longestof which takesup only one and a half pages.Thesescenes
are carefully orchestratedby Nastas'iaFilippovna to createthe maximum
confusion and interest among the other characters,and strengthenthe
centrality of her own script in relationto theirs.
The first incident immediately follows the scenein which Aglaia
reads'Rytsar' bednyi' and Kolia readsKeller's article. As the guestsleave
Lebedev'sdacha,Nastas'iaFilippovna- althoughunnamed- drives pastin
a carriageand calls out to Radornskii:
EBreHHR

rLmE6rq!

awni?

[

] Hy,

KaK 31 paAa, lqTO HaKOHeiA
...
pa3LxcKaiia! A nociiana ic Te6e B rOPOA HapoqHoro; AByx! Ileir6ift
AeHi6 Te6A HaWTI f ] HOBOCTH! [ ] 3a KynýePOB]61 BeiccenA He
...
...
6oric. q; Poro)xHH CKYrIHJI 3a Tpuman,
A yroBopHna. Moxcerin 6Exrf,
cnoicoeH XOTb mecAua TPH eme. AC 13HCKYnOM H CO Bceio 3Toio
APAH1610 HaBepHo ciiaAHmcA, rIO 3HaKomcTBy! Hy, TaK BOT, BCO,
6naronojiyqHo.
BYA16Becen. AO 3aBTpa! (VIII, 25 1).
Matm,
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The enormouseffect of her appearanceand these few words on both the
other charactersand the courseof the narrative is evinced in the ensuing
chapters.
The initial result of Nastasia,Filippovna's words is to compromise
Radomskii.This is achievedin two ways.First, by using the familiar form
9Tm, the heroine suggestsa connectionbetweenthem, which will blacken
his reputationsignificantly in the eyesof the other witnessesto the scene
(specifically the entire Epanchin family). Secondly, the subject of her
inteiJection,IOU's and moneylenders,raisesquestionsabout his financial
healthy.
The
be
been
to
had
extremely
assumed
status,which
previously
in
the next chapteras
both
fronts
compounded
suspicionsshecreateson
are
Prince Shch., Gania and General Epanchin all discussthe incident with
Myshkin; the uncertaintiesregardingboth aspectsdeepen,and belief in
Radomskii's version of events(that he is very wealthy, has no connection
is
know
talking about)
does
Nastas'ia
Filippovna,
she
what
not
with
and
beginsto evaporate.
On the subject of Nastasia Filippovna's relationship with
Radomskii, neither Prince Shch. nor Gania thinks there is anything
different
fact
they
that
with
up
the
come
significant going on, although
reasonsfor his knowing her leavesthe matter thoroughly unresolved:the
Prince says that Radomskii knew Totskii two or three years ago, while
Gania claims they met only a few days ago (VIII, 253-255). General
Epanchin'ssuspicionsarewild in comparison:
H moft
wo

KOHH,
3TO
HIRK,
6eame
3Kmaxc,
BeAi.
KTo
Ha3EiBaeTcA
imaid
no-4)paHuy3cKH

BeAl, 3TO HmeHHo
wo

To,

erl? Ert-6ory,
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Ha EBreHRA

rIaBimrqa. Ho
ou3bmae=A, 'M H 6hM He mo*eT, To zuiA qei-o OHa xoqeT TYT

corpeimm, nogymaii

TpeTbero

BOT, BOT
paecTpowm?

3aza-ia!(viii, 262).

gm

Significantly, even though the General immediately negatesthe idea, he
doesnot offer any evidencefor doing so, merely suggestingthat it would
make no sensefor the heroine to behave in this way if Radomskii had
provided the carriage. However, we know so little about Nastas'ia
Filippovna's motivation, and even less about her current actions and
lifestyle, that the possibility cannot be disregarded.Indeed,her perversity
and contradictoryactionssuggestthat this is preciselythe sort of thing that
she would do to a benefactorwho, like Totskii, bestowedgifts on her as a
prelude to extracting sexual favours. As a result of her intervention, the
genial figure who appearedas Aglaia beganher recital suddenlybeginsto
resemblea predatorylibertine.
Moreover, the General'swords remind us that severalof the other
characters have mentioned her fine carriage and horses whilst also
discussingthe incident, implying in retrospectthat they too have had the
samethought.Whenwe realizethat Prince Shch.statesthat the heroinehas
been riding around in the carriagefor three days, and Gania then claims
that Radomskii met Nastas'ia Filippovna four days ago, the suggestion
seemsevenmore likely. Thus what at first appearsto be an exampleof the
use of small talk to avoid important issues, which Ginzburg sees as
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36

characteristic of Tolstoi ,

in fact masks deeper suspicions and the rising

tide of uncertainty in the novel.
The

question

of

financial

Radomskii's

security

undermined. Prince Shch. is again unable to be unequivocal
his friend's

'HHxaKM

reputation:

6161711
He morjio!

is

similarly

in supporting

BeKceiieri y EBreHHA HaBimma TyT H

rIpH TaKom cocToju*m...

rlpaBAa, emy cjiyqajiocL,

no

BelpeHOCTH, npewze, H ; xaxce A ero BLipyqaji... " (VIIII, 253). In Gania's
hands these past problems become current: 'HacqeT Beiccenerl Toxce 6buio
morno (3To raHA 3HaeT Aaxce HaBePHO);y EBreHHA rIaBjiOBma cocToAHHe,
KOHeqHo, 60JMMOe, HO ((HeicoTopme ; Iejia rIO HmeEmo ; xer4cTaHTejE6HO
HaXOARWA B HeKoTopom 6ecnopwe>)'
confirms that Radomskii
sort things out (VIU,
significant

(VIII,

255-256).

When Varvara

has gone to Petersburg with Ptitsyn in order to

256), we begin to realize that the problem

is a

one. Again, General Epanchin's words hint at further depths of

intrigue we would otherwise barely imagine, when he mentions the fact that
Radomskii is expecting a large inheritance from his uncle:

Ha BMUXHOMmecTe, cem=ecATH jieT, BHBep, raCTPOHOM H Boo6we
Xa-xa! A 3HalO, qW OH CALIMaR rW
noBaxmbiri
cTapHmmKa...
3ae3wan IC Hemy
HacTacmo
OHJEMMOBHY H Aawe ; xo6iiBajicA.
6omT,
AaBe-ia; He npHHHmaeT, He3AOPOB, Ho 6oraT,
HmeeT
6ojocL! He noHHmaio qero, a
3Ha,qeHHe H... [ ]aA
Bce-Taim
...
6oiocE,... B i3o3Ayxe icaic 6y; jTo WO-TO Hocirrcq, xu 6y; jTo iieT"aq
mmum, 6e; xa neraeT, H 6oiocib,, 6oioci6!.. (VIII, 262).

Perhapsbecausehe is one of the characterswho was previously in control
and instrumental in attempting to direct the course of Nastas'ia

36On Ps3chologicalProse,
ed. and trans.by JudsonRosengrant(Princeton,NJ: Princeton
University Press,1991),p. 275.
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Filippovna's life, the General, more than others, sensesthat the situation
could soon spin out of control. Ms words stand out particularly as he has
previously given the impression of being devoid of instinct and
imagination. He feels that there is something in Nastas'ia Filippovna's
words, becauseit seemsshemay know Radomskii's uncle, but is unableto
define or verify his feeling.
Nevertheless,General Epanchin's words epitomize the growing
atmosphereof suspicion and uneasein the novel. Nastas'ia Filippovna's
appearancecreatesthe impressionthat there are things going on behind the
scenesabout which the charactersknow very little, and that they also
recognizethat she is in someway trying to manipulatethem. The situation
is made more difficult for both them, and the reader,by the fact that her
motivation is constantlyobscured.Prince Shch.definesher intentions thus:
'Be3 comHeHmA,
EBreH=

3Ta

rIaBjii6rqy,

oco6aweiianaKaK-HH6Y; V6 H

would

leave the way open for Myshkin

Nastas'ia

Filippovna

reason
falls

for

have enough

information

as a result

possibility.

The

speculation

both necessary

others.

gap

created

Even the manner

253).

The supposition
Aglaia,

to marry

at her birthday

to be certain
while

of
by

her

intervention

her

absence

and impossible,

of her appearance

(VIII,

party

whether

the fact that

also

preventing

143). This
we, nor the

this is her only

suspicion

makes

is that this

a course of action

but neither

of her motives,

Radomskii,

attacking

on Myshkin

suggested

interpretation

seems a plausible
characters,

first

nomeiuaT]6

CBHAeTejieR iKaqecTBa, icoTopiux

npH; IaB eMy B riia3ax

OH He HmeeT H He moxceT HmeTb' (VIII,

BqeM-HH6yA]6

inevitably

undermines
interpretation

her finalization

this
and
by

in this scene adds to the
air of

III

mystery surroundingher, as sheis unnamedand unseenin the carriage,and
her companion'sidentity is not revealed.
As Nastas'ia Filippovna underlines the feeling of uncertainty by
increasing the number of gaps in the narrative, the other charactersare
forced into the situation where they have to becomereadersof the text of
which they are a part. Iser points to the vital role of gaps in the reading
processand the formation of interpretations:the reader 'is drawn into the
is
from
is
to
events and made supply what meant
what not said. What is
is
to
take
to
said only appears
on significanceas a reference what not said;
it is the implications and not the statementsthat give shapeand weight to
the meaning'.37In Idiot, it is not only the reader,but also the characters
heroine.
Even
Prince
have
in
to
the
to
this
who
undergo
process relation
Myshkin, who understoodNastas'ia Filippovna from the moment he saw
her portrait, must now, like everyoneelse, interpret her actions from the
few hints she gives, although he shows a marked reluctance to do so:
4ox=aemj, ix BonpocoB Him, nytane cKmaii, oAHoro rJIaBHoro Bonpoca,
xoToporo =aji

raHA, 61prMHe morno' (VIIII, 255). Iakobova claims that

Myshkin knows and understands more than the narrator,38 but in fact the
hero is as much in the dark as the other characters, and nobody has a
privileged position. As neither the characters, narrator or reader know what
she is doing or what is going on, the narrative is undermined and threatens

37'Interaction betweenText and Reader',p. I 11.
38'Siuzhetno-kompozitsionnoeedinstvo
romanovF. M. Dostoevskogo',in TvorchestvoF.
M. Dosloevskogo: Iskusstvo sinteza. monograflia (Ekaterinburg: Izd. Ural'skogo
Universiteta, 1991),pp. 157-181(p. 166).
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to descendinto chaos;the 'true' plot of the novel appearsto be happening
elsewhere,and events depicted in the pages of the central section seem
irrelevant and unconnectedin comparison.
Nastas'ia Filippovna forces the other protagonists to continue to
read and interpret her actions with her secondappearanceof the central
section, early in Part III, when the confusion caused by her words to
Radomskii has barely died down. Her carnivalistic re-entry into the novel,
when she interrupts the genteelsceneat the bandstand,surroundedby her
rowdy retinue, immediately attracts attention, and the confrontation she
causesexpandsthe theme of her previousinterpolation.Again, by the very
fact of her speakingto Radomskii, and of her familiarity towards him, she
implies a connection between them, while her words also return to the
subjectof his financial situation:

B-6a!AaBe;jh BOT OH! - BocKm4myjia OHa, B;xpyrocTaHaBjiHBaAci6,
TO
KaK
HapOqHO
Tam
- To HH c icaxHmm
"pi6epaMHHeoT=eiu6,
cHAHT, rAe H He
A
qT0
TI61
BeAE,
;
iymaiia,
Tam... y
Boo6pawuoib...
[

OH
]
'qTo?!
Pa3Be
He
ARAHI ...
eine He 3HaeT, npe;xcTui-Te
3Haeijib?
ce6e! 3acipemmu! AaBeqa yrpom =W TBOR 3acTpejuvicA! MHe
eme AaBeIqaB ;xBaqaca cicaumaaH; ;xayw nojiropoAa TenepL 3HaeT;
Tj)eXCOTnAinAecATH Thicxq Ka3eHH]61X HeT, roBopirr, a ;xpyme
rOBOPAT: nmcoT. A A-TO Bce pacCqHTj6iBaiia, RM OH Te6e euxe
HacjieAcTBo OCTaBHT; Bce IIPOCBHcraa. PaUpaTHeAmHri 6hm
cTapKaimca... Hy, npoutaA, bonne chancel TaK HeyweJIH He
vbmmuE.? To-TO T161B ocTaBKY 3a6jiarOBpemeHHO
Bmmen, xHTpeill

AaRMOP,

290).

Man,

Man

Man...
3apaHee:
moweT,Bqepaeuxe

(Vill,

On this occasion,Nastas'ia Filippovna confirms the speculationthat her
earlier appearance aroused. General Epanchin's initial feeling that
Radomskii's uncle had somethingto do with her previous words turns
out
to be correct (a rare moment of insight for the characterwho is habitually
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the last to understandanything in the novel), and it becomesclear at this
point, becausethe latest news she imparts has been anticipated by the
General,that sheis not simply making it up as was at first suggested.
It is the Generalagain who corroboratesher information and picks
up on the accusationthat Radomskiimust haveknown what happened:
HaTypaiiE.
Ho,

OT

qTo-HH6yAb

ycjimmaT]6
HpHXOAMUEHX,
HOTOMY lqTO Telleph
Bea IleTep6ypr ywe 3HaeT H
rIaBjiOBcK.
Ho
Him
H
mKoe we
3;Xeci6rioji-rlamOBcKa
Beci6ywe
ToHKoe 3ameliameee
KaK MHe nepecxa3SJM,
HacqeTmyHAHpa-To,
rIaBJlbllq
EBreRHA
Toro,
qTo
To eCIB HacqeT
3a6iiaroBpemeHHO
aACMd! HameKlC ] A, Kowmo,
oTcTaBKy!
BLIATH
B
9mmirl
ycrieJl
...
naBimti
mor 3HaTb 3apaHee
qTo EBreHHrl
onmEamoCh
BepHTL,
B cemT., qacOB, H TaK
moro-ToqHcjia,
To
npo icamcip4y,
ecnqTo
Aajiee. Ho
imn

III.

;IaBe-ia moriia

OH mor

BCd wo

paccumiBaim,

(Vin, 297).

A A-To, a Mbl-TO
ripeAqyBCTBoBaTh.
wo

TOT
eige

HacjieAcTBo
emy

Bce H

OCraBHT

Thus even though it is made clear that Radomskii is not implicated in any
financial

wrongdoing

himself,

his reputation is blackened both by

association (now not only with Nastas'ia Filippovna, but also with his
his
knowledge
been
hiding
by
he
has
the
that
of the
uncle), and
suggestion
in
first
if
Furthermore,
his
whole affair.
appearance the novel, the
we recall
6Ejno
'moxmo
he
is
those
that
surprise of
wearing civilian clothes,
present
noAymaTb,'qTOB 3Tor4nepemeHeiKocnoma3amnoqajiocE.qTo-To oco6eHHO
Baxmo' (VIII, 211), implies that he has been economical with some aspects
of the truth about his situation since we first met him.

The ensuing scenein the park, when Nastas'ia Filippovna strikes
Radomskii's officer friend with a riding crop, and Myshkin intervenesto
prevent the officer retaliating physically, suggeststhat the situation is
spiralling out of control. Both Aglaia and Keller think that Myshkin will be
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challengedto a duel -a role for which he is clearly unsuited and which
would alter the tenor of the novel irrevocably - and it is only through
Radomskii's intervention that such an eventuality is avoided. Nastas'ia
Filippovna's actions,although not aimed directly at Myshkin, at this point
almost cost him his life as, having embarkedon a major role in one of her
scripts,the hero feels duty bound to carry it through, particularly when the
heroine is attacked,as one of his main roles for her is that of defender,
which was instrumental in attracting her attention to him in their first
encounterat the Ivolgins'.
The resultant threat to the Prince's life posed by the incident
suggests that the subversive element of the carnivalesque is not as positive
or life-affirming as Bakhtin assumes.Although the scene features eccentric
behaviour on the part of the heroine and her rowdy cohorts, undermining
social hierarchies and comprising 660.7bUblr4gbauMbApUblil Kouma=
mew6y mo&W,

39 the sense here is darker than Bakhtin's analysis of

carnival implies, as it jeopardizes not only the hero's very existence, but
also the basis of the narrative. Carnival here brings in destructive and
chaotic forces, both in terms of the verbal and physical conflict

it

introduces, and by undermining the certainties of the characters and the
reader, and is not the 'eeCeAbIr4OMHOCUMCAbHOCMb
Bc3ncoro CTPOAH
40
by
Bakhtin.
nopAAiKa'envisaged

39Problemy,p. 208,
author's emphasis.
40Problemy,p. 211.

115
Moreover, the other characters begin to recognize the fact that
events are threatening to descend into chaos precisely because of Nastas'ia
Filippovna's

continued involvement in their lives. The fear General

Epanchin expresses (quoted above, p. 109) highlights the growing tension
felt by the characters in the novel; Myshkin in particular is oppressed by the
thought of what Nastas'ia Filippovna might do next (for example, VIII,
288). While no-one knows her agenda for certain, they are aware that she
has some intentions regarding them: General Epanchin comments that 'c ee
cTopotmi Aejio momeHHHqecKoe,To eci-B no KpaAHerl mepe He3yHTCKoe,
=

oco6wx uenerl' (VIII,

296), and, describing her encounters with

Radomskii, the narrator states,
3HaKomcTBa
aýmmeBaHRH
IjeJIh,
HenpemeHHo

HB

'XOTA

B

Harnom

npHcTaBaHHH,

6bLTIO,
He
KOTOP161X
H KOPOTKOCTH,

3TOM YWe He

morno Urm Tenep,

B

3amoianam

comHeHHA'

(VIII,

290).
The uncertaintyfelt by the other characterswith regardto Nastas'ia
Filippovna's growing influence on their lives is translated into the
structuring of the novel as the oppositionbetweenher scripting and that of
othersbrings an extraordinarytensionto Idiot. While Nastas'ia Filippovna
tries to pull the narrative in one direction, to fulfil her own script, others
(particularly the narrator and Myshkin, but also the Epanchin family) wish
to change direction completely in order to avoid a clash and return
equilibrium to the text. In the middle section,the novel appearsto be trying
to focus on the quiet family sceneswith the Epanchins',but this attempt to
impose somedecorumonto the text is constantlythwarted by the intrusion
of rowdy crowd scenesand by Nastas'ia Filippovna's appearances,which
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add unwanted tension, confrontations and suspicions to what would
41
be
otherwise
a comedy of manners. These opposing forces within the
narrative help maintain interest in and give movementto a section of the
novel that is generally consideredto be weak primarily becauseof its
obscurerelationshipto the main plot, by suggestingthat owing to the clash
between the characters' intentions and desires,and their need to feel in
control of their own lives, eventsare constantlyon the verge of eruption,
and the charactersare at breakingpoint. It is primarily Nastas'iaFilippovna
who createsthis tension, which allows her subtly to move the narrative in
her direction in spite of her continuing absence,through her fascinationfor
the rest of the charactersand her enigmaticself-presentation.
Furthertensionsarise in the text as a result of the conflicting desires
within the heroine. On the one hand she evidently wishes to pull the
narrative towards her, to make her own script central and to attract the
attention of others in order to give it the confirmation it needsand control
the responseof othersto her, but on the other handshealso wishesto retain
an air of mystery and hide her motivation so that otherswill not be able to
finalize her. The former requires the heroine's presence,while the latter
dependson her absence,and it is the tension betweenthe two that leadsto
her occasionalappearances.She usesher entrancesfor maximum impact,
causing shock-waves that continue to reverberate among the other
charactersfor the remainder of the novel. Thus Nastas'ia Filippovna's

41SeeNEller's discussion the interplay
of
of narrativevoices including that of the novel of
manners,Author, Narrator, andReader, pp. 98-99.
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actionsinfluence not only the other protagonists,but have a powerful effect
on the texture of the narrative,as the whole of the central sectionis woven
around her absences and appearances, and the other characters'
expectationsof disaster,which arise from their fearsaboutthe meaningand
outcomeof her back-stageplotting.
The uncertainty and confusion surroundingNastas'ia Filippovna's
intentions continue throughout the novel in different forms. For example,
General Epanchin reports that Aglaia has spelled out Nastas'ia Filippovna's
6161
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B
rOJIOBY
motives:
nomeiiiaHHax((3a6paiia
meim 3aMYAC
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Toro EBreHHA

HaBimma H3 AOMYOT HaC BBEWHBaeT))9 (VIII, 298). This confirms the
...
be
but
Shch.,
by
Prince
corroborated.
cannot
suggestion previously made
Aglaia may have more access to the thoughts of her rival than the other
characters, as she has been receiving letters from her (a fact we have known
since early in Part H), but the same problems we have encountered since
the first mention of Nastas'ia Filippovna by Rogozhin in Part I prevent us
from accepting her interpretation without question: we do not know the
heroine's intentions when she sent the letters, whether they represent an

accuratereflection of her state of mind, or are merely another example of
her trying to manipulate another character.Her contradictory actions and
divided impulsessuggestthat the lettersareboth sincereand part of a larger
game.Furthermore,before we seethe letters,we cannotbe certain whether
Aglaia is misinterpretingtheir contents,deliberatelyor otherwise,as we are
equally unaware of her intentions. Aglaia's accusationto Myshkin, 'BbI
wHim c Herl B AepeBHeVMKOR-TO
IIUIHB ropo;ie' (VIII, 360), directly
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contradictshis previous assertionthat when they were together, they did
not evenlive in the sametown (VHI, 173). We haveno reasonto doubt that
Myshkin is telling the truth, but still have no mechanismfor ascertaining
the sourceof the discrepancy,becausethere is more than one possiblepoint
42
in
distortion,
in
'Chinese
whispers' the novel. Thus,
as other casesof
of
behaviour
Nastas'ia
Filippovna's
Aglaia's
current
of
while
explanation
seemsto fit the facts as we know them, we must remain awarethat owing
to Nastas'iaFilippovna's strangebehaviourand deliberatewithdrawal from
the text, we are far from being in possessionof the whole story.
It is this absenceof explanationand certainty which the characters
feel - and resent - most forcefully. They all suspect that Nastas'ia
Filippovna is trying to control events from the background,but do not
know how or why, or what shemight do next. Whetheror not the heroineis
successfulin this is a moot point, largely again becausewe do not know
precisely what she is trying to do. In terms of specific domination of the
lives of others her effect is small, and if one considersher striving for
freedom from the controlling influence of others as her primary goal, then
she fails, as she is ultimately unable to break the cycle of shameand the
desire for revenge, and remains in the eyes of others a fallen woman,
judged to be unworthy of participation in normal societal relations.
However, it is also clear that much of the chaos and unease which
dominatesthe central section of the novel originates in her actions, and
even if she has no real power over the other characters,they begin to feel

42See 63
p.
above.

119
that she has; her absence from the scene contributes greatly to the inability
of the other characters to understand her motivation, particularly as they
had previously made finalizing assumptions about her without taking into
account her state of mind. The lack of transparency in her self-presentation
and interactions with others at this point contributes to their feeling that
they are being manipulated. After the scene in the park, the suspicions
Radomskii expresses to Myshkin, 'A Hmeio CBOHnPH4MhI, -=6bi Hac iie
3aIIOA03PHJM B UcTpeHHom

ecTE,
MAH,
TyT
ixeiii6io;
c
pa3rOBope

HaUIHMH
HHTepeCyIOTCA
o,ýielM
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KoTophie

(VIH, 307), assurnedly
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behaviour
his
has
fact
he
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the
that
own
adjust
machinationsand
accordingly.
ThusMatich's commentaboutNastas'iaFilippovna,"Althoughher
initial image in the novel is that of an influential courtesancontrolling
by
lives,
it
is
immediately
a string of ambiguities
replaced
men's
almost
43
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half
The
her
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only
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over others',
power and
initial image of the heroine is indeed that of a strong, controlling woman,
but this is subtly underminedin the way sheis presentedin the early part of
Idiot, forcing the reader eventually to realize that she is in fact entirely
underthe control of others,but trying to break free of it. Later in the novel,
her power over others is more ambiguous,but also arguably strongerthan
previously,and the characters,many of whom objectified her in Part I, now
have to spendfar more time consideringher mentality and possible plans,

43'Poor Nastja', p. 48.
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interpreting her actions and the gaps she has left in the text; Nastas'ia
Filippovna defends her loophole tenaciously, and stops others finalizing
her.
As well as making the charactersthink they are being influenced by
the actions of another, Nastas'ia Filippovna's appearancesin the central
section of the novel have the effect of turning the tables on them, not only
by removing their control, but also by undermining their previously cosy
world, by introducing into it the sort of randominjustice to which her own
life has been subjectedat their hands. It is perhaps significant that she
targetsa relatively randomcharacterfor her insinuations;until shecalls out
to Radomskii from her carriage,he has not seemedparticularly important,
and indeed he gains prominencein the novel as a result of her attentions.
An often-cited criticism of the novel is that characterswho look as if they
are going to be important, suchas Gania,fade into the background,as if the
author has forgotten about them, while others,like Radomskii, who appear
half way though Idiot, and had evidently not even been conceived by
Dostoevskii when he began writing the novel, become far more
important.44However, if one examinesthis apparentlyhaphazardtreatment
of the minor charactersfrom the point of view of what Nastas'iaFilippovna
is doing, it makesfar more sense.Thus Gania and Totskii are important in
Part 1,but not afterwards,preciselybecauseof their involvement in the plot
to control the heroine's life in the first part of the novel, which she must
addressand destroy before she can asserther own script and try to make

44SeeMorson, 'Tempics', 113.
p.
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in
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order to give it confirmation. Radomskii on the
others participate
other hand becomes important because she chooses to make him prominent,
largely, we presume, owing to his connection with Aglaia, although the
question of his relationship with the heroine remains unanswered and is
is
in
fact
for
her
little
There
actions.
of
motivation
another possible source
evidence that Aglaia considers Radomskii a serious suitor, her coldness
towards him being apparent after she has recited 'Rytsar' bednyi': 'K
H3ywieHHio iaw3A, Ta orimena. ero B HeAoymeHHHH BoMvcHTeji]6HO,
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very
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plansfor MyshkinandAglaia,but owingto her absenceandthe rumours
surroundingthe heroine'srelationshipwith Radomskii,thereremaingaps
in hermotivationwhichneitherthe readernor the othercharacters
areable
to fill.
The final factor at work in this complexof unknownmotives,
suspicions and interpretations is the attitude of the other characters towards
Nastas'ia Filippovna's sanity. While the narrator states, at her birthday
her
him,
inheritance
his
to
Myshkin
asks
marry
and
party, after
announces
that 'Bce yrBep=ajm

noTom, xiTo c 3Toro-To mriwBetm
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(DHn=OBHa nomemanaci6'(VIII, 140), this opinion, as with so much else
in the novel, is quickly undermined. When General Epanchin asks
hysterically, T

yma BeAh comna, Bem, couma? Comna?', Ptitsyn, who

deliberately refuses to participate in the process of scripting which
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consumes all the major characters, replies, 'H-HeT, 3To, moweT 6Erm, iie
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These statements suggest that the heroine's 'madness' is little more than a
figment of Myshkin's imagination, developed to negate the possibility that
her behaviour is a deliberate strategy. His constant assertions that she is
deranged, which at first we trust on the grounds that he appears to
hers.
his
in
her,
than
the
tell
state
of
mind
understand
end
us more about
Meanwhile, the other characters, sensing the influence she is gaining over
their lives, and the possible reasons behind it, from the point of view of
both her specific victimization of Radomskii and her general upsetting of
the normal balance of life for everyone involved, see her actions as far too
calculated to be the product of insanity. What is important is not whether
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Nastas'iaFilippovna is clinically insane(for which there is no evidence),or
even neurotic (an easier proposition to entertain), but what the other
charactersthink of her mental state,and how this effects their view of her.
By pronouncingher sane,the other protagonistsrecognizethat she has a
purpose but, not knowing what that purpose is, those who previously
objectivized her and used her for their own endshave particular reasonto
worry.
Throughout the novel it is the characters' conflicting opinions,
is
inform
hard
'facts',
the
that
than
who
reader,
rumour and gossip,rather
then unableto makeany definitive conclusionsbecauseof the contradictory
and unreliable nature of the information presented.Nastas'ia Filippovna
her
keeping
by
interpretations
and
remaining absent
encouragessuch
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However, this is not a wholly negativeside-effectof the heroine's actions,
as maintaining her image as a whore in the eyes of others is central to
fulfilling her script with Rogozhin; as well as the internal confirmation his
image
her
this
to
the
others
with
of
participation gives
concurrence
script,
providesadditional externalvalidation.
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V. CONFRONTATION AND REVERBERATION

The tension built up in Parts H and III surroundingNastas'ia Filippovna's
intentions appearsto dissipateas we move towards the final section of the
novel. The appearanceof the heroinein the park before Myshkin at the end
of Part 1111
marks a secondsignificant changeof tone, after the removal of
all the main charactersto Pavlovsk in Part H. This is the only time she is
45
Danow
in
Myshkin
the entire novel, as
points out, and,
seenalone with
because she has no audience and is therefore not acting for public
her
does
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is
the
time
presenceto create
she
not
use
consumption,
also
a scandal. This may therefore be the only time in the novel when the
heroine is entirely open; her concern for Myshkin's happiness seems
her
him
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has
that
script not as part of a
genuine,confirming
she
game,but with seriousintent.
Furthermore,after this encounter,Nastas'ia Filippovna disappears
for
is
from
that
to
the
the
even
mentioned
not
she
completely
extent
scene,
forty pages. During this period, Myshlin tries to get on with his life without
her, concentrating on other matters, notably his relationship with Aglaia,
and the fate of General Ivolgin. Significantly, however, Myshkin is only
him
do
herself
do
because
Nastas'ia
Filippovna
to
to
this
so;
allows
able
when they meet in the park, she says to the Prince, 'A eAy 3aBTpa,nK Tm
npHKmaji. A He 6y; xy... B nociie; 1HRABex, pa3 A Te6ABM)KY,B nocjieAHHrII
Teriepr- ymcCOBcemBe;xb B nocjie; xHHRpaV (VIII, 382). We later discover
she has been true to her word, as she has to return to Pavlovsk from the city

43Dialogic Sign, p. 56.
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especiallyfor the meeting with Aglaia (VIII, 465). Thus even the fact that
she is not mentioned for a lengthy period is still primarily due to the
influenceof her own script on the text. The final sectionof this chapterwill
examine Nastas'ia Filippovna's actions and possible motivation as the
her
denouement,
lettersto Aglaia and the
through
the
towards
novel moves
meetingof the two women,to her flight with Rogozhin.
Both the letters which Nastas'ia Filippovna sendsto Aglaia and
their meeting addressthe sameissues:the charactersand fates of the two
in
it
is
Myshkin;
the
their
and
change
women, and
relationship with
dynamic between the first communications and the face to face
confrontationthat acts in large part as a catalystfor the final turn of events
in the novel. Nastas'ia Filippovna usesher letters as a tool to continueher
influence and control over the novel; althoughin Idiot it is often the spoken
here
has
the
the
the
word
written
on
characters,
word which
greatesteffect
provesto bejust as influential, ensuringthat Aglaia continuesto be affected
by her rival's words long after shehasreadthem. Thus althoughit is Aglaia
into
it
by
Nastas'ia Filippovna,
is
forced
their
who arranges
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latter
has
letters,
lingering
though
the
to
the
the
even
owing
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alreadybroken off contactby this stage.
The pressurethat Nastas'ia Filippovna exerts on Aglaia is also
depicted in other ways. The gloominessof the younger woman is noted
after her engagement(VIII, 434), indicating her awarenessthat sheis not in
control of her own script, as even at this stage the heroine maintains a
powerful, unresolvedinfluence over Myshkin which could re-assertitself at
any time (and indeed does at the end of the confrontation scene).This in
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turn is responsible for Aglaia's contradictory impulses towards the Prince,
evident in her praise-condemnation for the 'poor knight' and her confused
behaviour, marked by sudden reversals and changes of mood and attitude
towards the hero throughout their strange courtship in the central section.
There is also the suggestion that Aglaia chooses Myshkin precisely because
of his involvement with the other woman, as it makes him an unsuitable

husbandand therefore aids her rebellion against her family and lifestyle.
Aglaia's contradictoryactions and motives indicate her dualistic impulses;
the contrary and provocative behaviourand words of Nastas'ia Filippovna
46
in
her
rival.
arousesuspicionsand equally contrary behaviourand words
One of the most remarkable features of the letters Nastas'ia
Filippovna sendsto Aglaia is her view of the character of the younger
woman as the acmeof spiritual perfection:
[
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(VHI, 379). However, our

knowledge of Aglaia suggests the presence of false notes. While Aglaia
may be physically beautiful, there is little in the novel to support the idea of
her spiritual beauty; her actions and words, particularly those directed
towards Myshkin, are often as confused and contradictory as those of
Nastas'ia Filippovna herself, and her cruelty and lack of consideration, for
example to Kolia, undermine any notion of moral perfection. Whilst her
intelligence and perception with regard to the Prince, for example in

46For the implicationsof this feature,seechapter3,
pp. 274-78.
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recognizing the value of his 'riiaBHEIRYM' (VIII, 356), are not in doubt, it is
difficult to believe in the script Nastas'ia Filippovna is writing for her.
The letters themselves also undermine the heroine's apparent
endorsement of Aglaia. As Burgin points out, Nastas'ia Filippovna's
description her death immediately precedes her prediction of a double
wedding (herself to Rogozhin and Myshkin to Aglaia), thus denying the
image of perfect happiness she seems to be proposing, and suggesting that
Myshkin's marriage to Aglaia would be the death of her.47Although Sedov
states, 'B nHcbmax ic Arnae

npeAcTaBneH momeHT camopacicpbnm

48
repOHHH% they do not represent a total uncovering of the 'facts' about the
heroine, and again, our lack of knowledge of her motivation creates
obstacles to understanding her behaviour; we cannot be certain whether she
genuinely believes everything she says about Aglaia or has some other
purpose in mind, or whether both motives are true. The juxtaposition of the
images of death and happy marriage in the letters is a sign of her
contradictory impulses, as it contains a threat to Aglaia that she will have
Nastas'ia Filippovna's death on her conscience if she marries Myshkin,
whilst simultaneously professing her desire for this union in order to free
the hero from his obligations to her.

The fact that the heroine has consistently denied us reliable
information about her state of mind becomesmore significant during the
confrontation of these women, when the tension betweentheir inaccurate

47'Reprieve', p. 263.
49'Vremennykh
otnoshenii', p. 25.
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discourseon the other woman, in which she lays out her pre-plannedscript
for the heroineandthe meeting:
H3MYqMHer0

13BI He

H KHHYJIH.

morimero nojiio6HTE.,
HeT,
He morim iiio6HTj6, wo
rop;IEi...
cjxmuncom
erO

BE-inoTomy
He

ropm,

x

H He 3To: Bm
;
jawe
oumftam, a noTomy
ce6Ajuo6HBm;xo... cymacmecTBHA,qeMY Aoicamem-mom cnymcaT
He morm
H Baul[H nHci6ma ico mHe. Bm ero, TaKoro npocToro,
cmeAjiHcE.
H
6mTb,
H
ce6A
npe3HpajiH
npo
Aaxce,moweT
noino6Hn,
n03Op
H
OAKH
cBori
TojmKo
HaA HHm, morim nojiio6wm
6ecnpepLoHyio MEJCJE6 0 TOM, WO BEJ on03opeHEJ,H WO Bac
IMH He 6yAi6 ero BoBce,
OCKop6HJIH. F)Y; lb y Bac memme n03Opy,
471).
(Vul,
6wm
6w
HecqacTHee...
iam
lqT0 B161 TweciiaBRi6i...

49
does
but
Jones
This may be psychologicallyacute,as Malcolm
not
states,
from
in
the
charactersapart
presentthe entire picture as, common with all
Myshkin, Aglaia fails to take accountof Nastas'iaFilippovna's pasttrauma
instead
fate,
her
her
its
of
view
and
self-image
and
continuing effect on
fact
The
that
herself
the
other
woman.
of
view
one-sided
contenting
a
with
in
deadly
the
does
the
events
the younger woman
nature of
not realize
PorOWCHHa,
her
6BbIr=eTe
by
is
involved
is
3a
proposal,
evinced
which she
yw
Rawe
CRIMIXOM
icaicaAwe Tor;ja o61maociaHeTcq?

MHoro

qeCTH

is
interpretation
Aglaia
in
her
'
472).
Furthermore,
(VIII,
guilty
noxpmTe!
TaK
'oqeHi6
Myshkin:
fault
the
rpy6o
of
of which sheearlieraccused
very
cmoTpeTh

H

cyAHTi6Aymy

npaB;xa, criwo

Urm

qejiOBeKa,

[

]. Y BaC Hexmocniiier OAHa
...

is
354).
It
(VIII,
against this very
- HecnpaBeAmBo'
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recourseto judgement of the other that Nastas'ia Filippovna is fighting, as
judgement involves finalization. The very fact that Aglaia judges Nastasia
Filippovna, assumesher own superiority and her rival's unworthiness,
makes the latter realize that she was wrong to value Aglaia so highly,
exclaiming, 14 A ee 3aallreiia noqmwia! ' (VIII, 473). This in turn leadsher
to abandonthe plan laid out in the lettersand claim Myshkin for herself
However, as in the biblical story of David and Uriah examinedby
Meir Stemberg,the absenceof essentialinformation leads the reader to
speculateon different and possibly contradictory ideas of the motivation
50
and consequences
of events. Either Nastas'iaFilippovna truly believesin
the image of Aglaia set forth in the letters, and basesher dream of the
perfect union for Myshkin on this, or she is merely playing gameswith
Aglaia - and indeed Myshkin - in order to spoil their happiness.The
heroine's contradictoryimpulsessuggestthat both motives are in part true,
creatinga tension within Nastas'ia Filippovna which is responsiblefor her
suddenreversal.In the first case,the reality of Aglaia's arrogancedestroys
Nastas'ia's illusions of her worthiness for Myshkin, while in the second
case, she does not believe what she wrote, and uses the meeting
deliberately to humiliate her rival, whilst appearing to pour shame on
herself, and win Myshkin back. Aglaia clearly suspects the latter (which
begs the question, why did she arrange the meeting in the first place?),
while Myshkin inclines to the former, although again, his reluctance to

" Me Poeticsof Biblical Narrative.IdeologicalRea&ngwid the Drmna Literature
of
(Bloomington:IndianaUniversityPress,1985),pp. 192-213.
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believe the worst of her may come into play here. Another possibility is
that Nastas'iaFilippovna usesthe meeting as a test, not only of Myshkin's
but also of
belief that she is 'not that sort of woman', as Jonessugges%51
Aglaia's worthiness;on theseterms, both women fail. We have no way of
knowing which is true, particularly as Nastas'ia Filippovna says little,
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final outburst but, owing to her contradictory motives, all these
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Nastas'iaFilippovna's enormousinfluence on the direction of the narrative.
It is Aglaia's failure to understandNastas'ia Filippovna, and inability to see
her as anything other than an unworthy rival, a scheming, morally and
her
latter
leads
inferior
harlot,
to
the
change script again and
which
socially
keep Myshkin for herself; his salvation from the ruinous influence of the
heroinelay in Aglaia's supposedspiritual perfection,but when this is found
to be illusory, she is immediately written out of Nastas'ia Filippovna's
controlling script.
After the confrontation of Aglaia and Nastas'ia Filippovna, the
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we do not seeherthe deathsceneas whenshedepartswith Rogozhin,she
writes the Prince out of her script, as she previouslydid with Aglaia,
leavinghim with no role to play,afterwhich he seemsdetachedandIoSt.53
However,shealsoaffectsothers,aswe seefrom the numerouslooseends
in the novel,which leavemanyof the minor characterin limbo owing to
the rapidity with which the conclusionis reached.This is becausewhile
Nastas'iaFilippovna'sactionsthroughoutthe novel haveinitiateda series
of explosionsand reverberations,her death shattersthe entire text,
removingfrom the sceneall the major protagonists.This leavesa void
have
by
this stage
the
the
who
which
affairs of
minor characters,
demonstrated
their inability to play leadingroles, are insufficientto fill.
The suddenness
off guard,and
of her demisecatchesthe othercharacters
their stories,which overlapwith hersand Myshkin's,are cut off by the
narratorwithout resolution.Here we have ultimate proof that Nastas'ia
Filippovnasucceedsin scriptingher life while manyof thosearoundher
fail; the novel as a whole is structuredaroundher attemptsto asserther
script,often in spite of the narrator'sdesign,to the extentthat it cannot
existafterherdeath.
While the hazinesswith which details are sketchedin as the
heroine
denouement
highlights
the
the
of
unknowability
approaches
again
to externalfinalizationby others,the acceleration
andher resistance
which
alsooccursin the final sectionreflectsNastas'iaFilippovna'sstateof mind

53Further aspectsof Myshkin's reactionto Nastas'iaFilippovna's
abrupt departurewHI be
examinedin chapter2, pp. 249-50.
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final
decision
is
her
about
which
script
she
going to adopt,
as she reaches
inevitability,
have
feeling
that
that
a
sense
everything
could
of
a
suggesting
beendoneto changethe courseof eventshas failed, and that the end is now
determined.Myshkin's senseof foreboding before the meeting of the two
women,when,
He IIPHqHHLI

'OHHe CTOJIEICO CBHAaHHA
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6161TO HK 6bUIO,
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Hx

60AJICA,

o6eHX

HeH3BecTHori,

He
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ero liem
pa3peLueHHA

60AJICA"
(DHJMnnOBHbI
camoRHacTac]6H

(VIII, 467),

implies that he also seesnot only this confrontationbut also the subsequent
Myshkin's
Certainly
it
triggers
passive,resigned
as
off
unavoidable.
events
in
477-481),
heroine
(VIII,
his
to
to
the
stark contrastto
attitude
wedding
his previous active attemptsto saveher, suggeststhat he has finally given
in to the force of Nastas'iaFilippovna's will. Even though we are told that
f OH

HCKTeHHO

BepHJI,

IqT0 OHa

BocMxcHyri6'

moxceTeuxe

(VIII, 489), his

failure to respond immediately to the news that she has run away with
Rogozhin denotesan acknowledgementthat he cannot prevent her from
doing whatever she perceivesto be the best way of taking control of her
own life.
Nastas'ia Filippovna's letters to Aglaia not only have the effect of
but
have
two
the
the
also
that
meet,
women
occurswhen
settingup
reversal
it
is
heroine,
here
fate
direct
for
that she
the
the
as
of
another
consequence
'predicts' that her own deathwill be a copy of the Mazurin case:
A yBepeHa, WO y HerO B AIUHice cnpATaHa 6pirrBa, 06MOTaHHaA
y6HI11lbl; TOT Towe wwi c
lUeJIKOM, KaK Hy TOM MOCKOBCKOrO
maTephio B oAHom Aome H Towe nepeBA3an 6PHTBY MelIKOM, 11TOGhl
nepepman oAHy iropjiy [ ... ]A 6m ero y6Hna co cTpaxy... Ho OH
(viii,
380).
npewAe...
mem y6EeT
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When we arrive at the sceneof the murder, and Myshkin asks Rogozhin,
'OTo nK Tam... B Mocime?' (VIII, 504), we are struck by the uncanny
accuracyof her description,which leadsMorson to speculate,

If NastasiaFilippovnahasreadthe samepapersthe authorhas,has
Rogozhin?Or havethey discussed
the case?DoesRogozhinderive
the detailsof the murderhe commitsfrom eventsin the realworld?
Whenhe is killing her,doessheknowthathe is re-enacting
thecase
54
thatsoterrifiesher,andperhapsfor thatveryreason?
Morson fails to notice, however, that Nastas'ia Filippovna and Rogozhin
answer these very questions themselves. The letter from the heroine quoted
above continues, 'OH [Rogozhin] 3acme3mc)iceRqaC H rOBOPHT,qM A
6pewy; OH3HaeT,WO AK Bamrmiuy', whilst shortly afterwards, Rogozhin
tells MysWdn,
nomiiHm,

'BcAKoe nHci6mo cama noicawBana. ITpo 6ptiTBy-To

xe-xel'

(VIII,

382). The fact that Nastas'ia Filippovna

deliberately shows Rogozhin the letter describing her murder at his hands,
which both parties confirm, suggests that what she has written is not a
premonition aimed at Aglaia, to whom it seems to be merely the ravings of
a self-obsessed madwoman, but a proposal, or even a command, aimed at
the chosen murderer himself. This again points to the vital role of the other
in scripting; Nastas'ia Filippovna's design will only work if she can
persuade others to act out the roles she gives them, and the description of
her murder is the most overt example of this. Aglaia, as the primary implied
reader of the letters, is simply a witness both to the plan for the other
woman's death, and to the process which leads the heroine to this outcome.

ý4'Tempics', p. 125.
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Just as previously we suspectedthat the scandalscenesshe createdin the
first three parts of the novel had a number of targets,thus her letters also
appearto be intended for a wider audiencethan their original addressee.
Myshkin, who also readsthem, recognizesthe origin of the scene,and his
question,'aro icaic-ram... B Mocime?' suggeststhat he also seesNastas'ia
Filippovna's role in her own death.The ellipsis even implies that he is also
'.
thinking'... B rmci6me?
This indicates the strength of Nastas'ia Filippovna's control over
Rogozhin. He is enslavedby his role in her script to the extent that on the

he
from
few occasions
Part
11
they
together
onwards,
seems
when
areseen
to lack any independentidentity; althoughhe is presentat her two
in the park in Part III, Rogozhin makes no attempt to
appearances
heroine
is
his
to
the
participateand
usher
only action on eachoccasion
awayfrom the scene.Furthermore,
at the endof the confrontationbetween
the two women,when Nastas'iaFilippovnarejectsRogozhin,he leaves
withouta wordof protestdespitehis evidentlyintensesuffering(VIII, 475).
In his relationshipswith Ippolit andMyshkinas well with the heroinehe
becomesprogressively
moreof a presencethana personality;deprivedof
to the role shehasallocatedhim
selthoodthroughhis obsessive
adherence
in her script, Rogozhinbecomesincapableof healthyinteractionand is
actingtotally accordingto herwill. After her deathhe
reducedto otherness,
no longerhasa function,ashis role hasendedwith the climaxof herscript,
andthe scenein whichheis unitedwith Myshkinis a parodyof interaction,
indicatinghis lossof contactwith humanity.He is calm andrational,but it
is a lucid madness,focusing almost exclusively on continuing his
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by
Nastas'ia
Filippovna
attendingto her corpseaccording
with
relationship
to the details of her script, and preventing their discovery and separation.
His words are coherently-incoherent,detached from Myshkin and the
his
lack
both
here
later
total
the
and
of
remorse
of
situation,
and
at
reality
his trial also showshis spiritual isolation from the other.
As Nastas'ia Filippovna at the very least placesthe seedof the form
of her murder in Rogozhin's mind and exerts a great deal of control over
him, we haveto view her deathas an assistedsuicide. Shedoesnot directly
her
for
ideation,
but
Ptitsyn's
the
motivation
explanationof
expresssuicidal
behaviourat her name-dayparty is significant:
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camom; xeiie oTmcna (Vill, 148).

trocTByeT,
TOqHO B

6mBaeT

; xojDicHo

The heroine clearly has a powerful self-destructive streakýwhose origins lie
in the abuse she has suffered. This is evinced by her relationship with
Rogozhin, who never hides his intention to hum her: 'Aa noTomy-To it
HAeT3a meHA,-iTo HaBePHO
3a MHORHOWox=aeT'

(VIII, 179). Although,

as explained above, we cannot necessarily trust Rogozhin's assessmentof
Nastas'ia Filippovna's wish for death at his hands, as it coincides so
completely with his own impulses, she is also so well aware of his
murderous feelings towards her that her repeated returns to him cannot be
accidental. Moreover, the shame of the sexually abused young girl
frequently results in suicide in Dostoevskii's works, notably those of
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Svidrigailov's victim in Prestupleniei naka.-anie, and Matrenain Besy(and
Olia in Podrostok,althoughher suicide is a result of her belief that she will
be abused,rather than any actual abuse).Nastas'ia Filippovna's attraction
to Rogozhin can be understoodas part of the sameimpulse. Furthermore,
beforeMyshkin encountersRogozhinat the end, he discoversthat Nastas'ia
Filippovna hasbeenreadingMadameBovary, which also culminatesin the
for
him
it
feels
heroine,
disgraced
to
the
significant
enough
and
suicide of
least,
Filippovna's
Nastas'ia
for
Myshkin
her
the
at
novel;
pocket
copy of
flight with Rogozhinis suicide.
The latter's tendencyto violence, meanwhile, is emphasizedfrom
the very beginning of the novel, when Myshkin remarks, 'Aa qm xce,
661,
a tipe3 He;jenio,
weHHJICA
A AyMaIO,H 3aBTpaxce moxwo;
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also
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the story of Rogozhin's appearance in his room late at night, Ippolit states,
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reminiscent of the tiny spots of blood on the white wedding dress of the
heroineat the end of the novel. The relationship of Rogozhinand Nastas'ia
Filippovna is marked from the very beginning of the narrative by the
symbiosis of destruction, and the death of the heroine is more an act of
collusion between the two than the murder of one by the other. Death
thereforefeaturesprominently in Nastas'ia Filippovna's scripting. Shefeels
that her guilt and shamecan be expiated only by her death - the ultimate
punishmentfor her sins, but also relief from the torture of her life - with
the result that death becomesboth an impulse to scripting and one of the
possible denouements of her script. Furthermore, death is ultimate
finalization, and defining one's place in the world accordingto one's own
script before death is vital to achieving a senseof selfhood. Proximity to
death also intensifies the scripting impulse of Ippolit and leads him to his
own attemptat self-finalization in his suicidebid.
Nastas'ia Filippovna, having spent the entire novel avoiding

finalization,retainsher unfinalizabilityeven in death,by effecting the
The only details
consummation
of her scriptout of view of all concerned.
we aregivenaboutthe murder,' BCd ;xejio6hmoyrpom,B qeTBeprrom
nacy
[

...

]

COBceM HOW

6161 Ha

Kaic

noirropa...

aJIH

Ha
ABa
BepIIJKa
Aamce

ripoluen... noA caNtyto jieByio rpyAE.... a KWBH BcerO 3MK c non-noxacit
CTOJIOBOA
iia py6aiuKe BirreKno' (VIII,

505), tell us nothing about the

circumstances in which it occurred, leaving all parties, as in her life, with
unanswered questions and reliant on hearsay, and thus unable to finalize or
interpret

her. Furthermore,

Rogozhin's

description

is

neutral

and

impersonal; the murder is merely 6BceAeno,' and he never mentions her
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VL FREEDOM AM NECESSrrY: THE IDEOLOGICAL HEROINE

Throughout Idiot, Nastas'ia Filippovna's fight for control of her own life
both
fiction
her
the
to
and
reading,
and
right
self-finalization are central,
influence
from
in
the
this,
of Pushkin's
and non-fiction, plays a vital role
'Egipetskie nochi' defined by Burgin, and nihilist novels suggestedby
Matich, to her readingof MadameBovaryjust before her death.We seethis
both
heroine
in
the
the
asserts,
as
represent
particularly
alternative scripts
literary archetypes:for Rogozhin she proposesthe role of Gothic villain,
with herself as both victim and accomplice,while Myshkin takes up the
part of the chivalrousknight, bound by duty and love to rescuethe innocent
for
She
have
text-based
two
models
possible
also,
uses
maiden.
as we
seen
denouementsof her 'whore script', the Heine poem and newspaperreports
herself
in
first
Zhemarin
the
the
role
of
casting
probableand
murder,
about
then actual victim, against Rogozhin's probable then actual murderer.
However, her reading, as well as providing material for her scripting, is
Part
1, as the heroine takes from her
after
particularly
also problematic,
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reading not only the definition of her own characterand her responseto
others(A la Tat'iana Larina and Emma Bovary), but also, more damagingly,
her entire world view. While at her birthday party she is constantlyalert to
the possibilities of the present and is a master of improvisation, after the
six-month gap she is also overtaken by story-book logic in which
'everything is linked necessarily'.55 The determinism of the traditional
nineteenthcenturynovel, exemplified by her copy of MadameBovary, and
the perennial role of the fallen woman as sacrificial victim in that genre,
hold the foundationsfor her belief that shecannotbe saved.
The fatalism Nastas'iaFilippovna inherits from her readingdestroys
the ideathat shecan control her life, removingthe notion that sheis free to
chooseher own destiny. Her death at Rogozhin's handsdoes indeed fulfil
one of her scripts, taken from her reading of newspapers,and overtly
exhibited in her letter to Aglaia as an indirect meansof communicatingher
instructionsto the murderer.By appointing anotherto fulfil her script, and
mediating it cunningly through yet a third person, Nastasia Filippovna
highlights the complicity of all others in her life and death. Having lived
according to the will of others for most of her life, she continues her
relationships with many of the same people through her infrequent
appearancesin the central section of the novel, but shifts the balance of
power so that shebeginsto exert control over them. By involving others in
her life to the very end, shealso involves them in her death,as shedeflects
on to them part of the blame.In choosingthe mannerof her deathas well as

55Edwards,p. 91.
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its perpetrator,Nastas'ia Filippovna simultaneously proves that she has
freed herself from the control of others, whilst implicating that control by
others in her death; Rogozhin kills her becauseit is the only way he can
possess(and thereforecontrol) her. The fact that this assertionof freedomresultsin her deathleavesthe
heroine in the sametragically paradoxical position as Kirillov in Besy. In
both casesonly suicide can assureabsolutefreedom, in either the physical
or metaphysical sense,but the very fact that there is no other way of
proving their free will in itself negatesthe freedom their actions were
intended to bring. Furthermore, Kirillov,

like Nastas'ia Filippovna,

involves another in his death, undermining the liberty that a totally free
choice brings. Although we do not see Nastas'ia Filippovna's final
moments,we are given a graphic description of Kirillov's death, in which
Petr Verkhovenskii's interference turns a defiant act against God into a
grotesquemurder (x, 464-76). Thus Nastas'ia Filippovna in effect chooses
only the detailsof her death,while its fulfilment is totally in the handsof an
(albeit willing) other, and although she believes it will be the ultimate
demonstrationof her freedom from the control of others, it in fact merely
illustrates how freedom becomesnecessityfor the obsessivemind. In this
paradoxscripting highlights the problematicnatureof any dialogic activity.
The self cannotexist without the sanctionand affirmation of the other, but
owing to man's dualistic impulses, craves self-affirmation and freedom
from the other, and Nastas'ia Filippovna's death illustrates the stark
consequencesof this paradox. While its demand for freedom from the
control andjudgementof othersis generallya life-affirming impulse which

I.
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implies moral choice and responsibility,scripting can also leadto obsession

if
it
is
inflexible
isolation
or one-sided.
and
In this sense Nastas'ia Filippovna is very much akin to
Dostoevskii's ideological heroes,all of whom focus on the issueof liberty.
The logical freedom of pure irrationality is central to the rebellion of the
UndergroundMan, while the developmentof this concept, leading to the
amoral freedom of the Superman,informs the argumentsand actions of
Raskol'nikov, Stavrogin,Kirillov and Ivan Karamazov.Burgin furthermore
Dostoevskii's
Filippovna
'dreamers'
Nastas'ia
to
the
early
of
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stories,living in 'a Petersburgnightmare ... a silent, mysterious,gloomy,
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later
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In the figure of Nastas'ia Filippovna, Dostoevskii concentrateson a
by
human
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form
the
the
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practical
more
personal
much
of
her
Unlike
is
life
male counterparts
without
which
unbearable.
personality,
in the other novels, Nastas'ia Filippovna does not think abstractly or
presenther theory in ideological terms. Instead,we seerepeatedlythat she
thinks in terms of pictures and highly visual narratives,from the picture of
Christ and the descriptionof her deathin her lettersto Aglaia, to her belief
that Rogozhinwould end up hoardinggold and dying of starvation,and her
likening his behaviourafter he has beatenher to the Heine poem in which

m 'Reprieve', p. 259; seePSS,XVIEý32.
57SeePeace,Dosto)vvsky,pp. 3-5.
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the emperor masks his intended revenge with a show of contrition. The
is
ideas
in
Idiot
the
of
also evident in Myshkin's early
pictorial quality
stories, particularly of the man awaiting execution and the vision at the
waterfall, indicating her realization of the importance of the aestheticas
part of the processof scripting and therefore as part of the attainmentof
58
selfhood.
The essential question Nastas'ia Filippovna faces after the six-
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Dostoevskii'sideological heroes,rather than his 'little men'.
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importanceof this issueis evidentin herattitudeto the other,assheasksin
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There are also parallels with Stavrogin's, Raskol'nikov's and the
underground
man'sinabilityto love or connectwith the other,andwith the
GrandInquisitor'ssystemof reducingothersto slaveryout of love for
them.In her own actions,Nastas'iaFilippovnagenerallyhaslittle regard
for the other.Shedoesnot reciprocateother'sattemptsto script,exposing
GeneralIvolgin's lie andrefusingto participatein thepetit-jeuin a normal
way,andmakesvictimsout of Radomskii,AglaiaandespeciallyRogozhin
to serveher own purpose.The otherfor Nastas'iaFilippovnais primarily

58HowMyshkinaddresses
in his scriptingwill beexaminedin chapter2.
theaesthetic
59SeeFrankF. Seeley,Tostoyevsky'sWomen',SEFA39 (1961),291-312(p. 304).
60'Dostoyevsky's
women'.p. 305.
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an agent for her own self-assertion. Only Myshkin seems capable of
bringing her back to life, but in the end sherejectsthe role he is offering as
well.
Idiot is often seenas the odd one out amongstDostoevskii's major
novels, precisely because it does not have an ideological hero at the centre
of

the work

who

propounds his theory.

The

underground man,

Raskol'nikov, Shigalev, Kirillov, the Grand Inquisitor and Ivan Karamazov
are all given opportunities to lay down their ideas on the paradoxes of
fteedom and the concept of the self In Idiot only Ippolit comes close, in his
'Neobkhodimoe ob'iasnenie', but although, as we shall see in chapter 3, he
leaves a deep imprint on the tenor of the novel, the failure of his bid for
self-finalization prevents him from taking a central role. In any case, unlike
radical ideologists of the other novels, he has no system to propose, and
simply

rails

against the

injustice

of

the

world.

As

he

states,

&O1COH,
qaTenLHomypeineHHIOcnoco6ciBoBaiia, crano 6EaTb,He norHKa, He
jiorH,qecKoe y6e*AeHHe, a onpameiiiie'

(VM, 341). The pathetic band of

nihilists of whom he is a member, meanwhile, merely demand their rights
and have no positive convictions of their own. However, while there is no
discrete section of the novel addressing the problem of freedom and
defining a solution, the entire narrative is about Nastas'ia Filippovna's
quest for freedom and the right to control her own life. The story of her
fight for self-definition and the reaction of the other characters to her
struggle could in fact be considered to be the main plot of Idiot. While the
other novels focus on the issue of liberty from the intellectual point of
view, when the stating of a theory in stark terms is appropriate, in Idiot
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Dostoevskii uses a different approach,concentratingon the feelings and
desires of the characters, in particular Nastas'ia Filippovna, in their
interactivity, to communicatethe practical problems of freedom as part of
the human condition. In chapter 2,1 will examine Prince Myshkin's
solution to the problemshighlightedby the heroine's scripting.
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Chapter 2. Prince Myshkin's CompassionateRealism and the
Principles of Saintly Scripting

On ne voit bien quavec le cocur.Vessentiel est
invisible pour les yeux.
Antoine
de
Saint-Exupiry,
Le
Petit
Prince
Fools rush in where angelsfear to tread.
Alexander
Essays
Criticism
Pope,
in
-

As with Nastas'ia Filippovna, the figure of Prince Myshkin is shrouded in
obscurity, and it is this which accounts for the contradictory interpretations
of him discussed in the introduction (pp. 3-11). He is a complex creation,
unknowable and indefinable, conceived as an ideal, but evidently falling
some way short of being THA316XpHCTOC'(iX, 246,249)

in the final

version of the novel. Another appellation in the notebook, the open-ended
THA3A cýwwcom' (IX, 248) is perhaps the best description of the hero, and
the overriding problem of the novel is the question of how to solve the
'riddle' his character represents.' The aim of this chapter is not to examine
the character of Prince Myshkin as such, but to look beyond the traditional
axis of the saintly and the malign, in order to see how his personality and
vision changes. In order to establish why the Prince's fate becomes so
closely bound up with Nastasia Filippovna's, this chapter will examine the
foundations of his script and the ways in which it changes. It will

1 Miler examinesthe developmentof this
aspectof the Prince in the notebooksfor the
novel, Author, Narrator, andReader,pp. 77-84.
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concentrateon Myshkin's vision of a 'higher reality', its origin in his
epileptic fits,

and its

connections with
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and the shapeof the narrativeas a whole.

L THE FOUNDATIONS OF MYSHICIN9S SCRIff IN NARRATIVE

The openingsectionof the novel, to the end of chapterseven,when Prince
Myshkin leaves the Epanchins' house with Gania, is central to our
ideas
have
his
hero
the
the
on
the
effect
and
understandingof
characterof
the other protagonists.It is here that we, along with members of the
Epanchin household,learn about his experiencesin Switzerland,and their
fundamentalinfluence on his thinking. However, these early chaptersare
important not only in terms of the conceptionof the hero they portray; they
for
in
two reasons.Although we
the
are also vital shaping novel as a whole,
have already by this stage seen the narrative impulse in Rogozhin, it is
Myshkin's story-telling in the first half of Part I which establishesnarrating
as the predominantmode of expressionfor all the main charactersin the
novel, and its role both in the creation of anotherreality and in the scripts
impulse
direct
the
out towards others. In addition, the
re-creative
which
stories themselvestake as their basic theme this very creation of another
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reality. As Slattery states, Myshkin's interest is in the 'illusory line'
2

is
life'.
'mystery
It
to
the
therefore important to examine the
pointing
of
Prince's stories and the ideas that have inspired them, in order to define
their role in the production of Myshkin's script, and their significance for
the rest of Idiot.
The first sustainednarrative by the Prince is not so much a story as
an ethical discourse on capital punishment. Having described the
mechanicsof the guillotine and the scenehe witnessed in Lyons to the
Epanchins' servant, Myshkin's primary concern is with the terror and
', qTo
be
by
be
suffering experienced the man aboutto executed,as wonders,
we

c Ayinort

B 3Ty mmiM

Aenamir,

; jo

KaKHx

cyAopor ee

; JOBOAT?

HaApyraTejiLcTBOHaA Ayworl, 6ojmuie HHqero!', and states,

'Tr

npHrOBOP, HB TOM, IqTO HaBePHO He H36erHeUOIL, BCA Y)KaCHaA-TO myKa H
CHAHT, H CHJE6Hee3TDA MYKH HeT Ha cBeTe' (VUL 20-2 1).
Two

aspects

of this

narrative

are striking.

The hero's

ability

and

willingness to empathizewith the suffering of others,eventhe lowliest and
apparently least deserving, stands out; as we saw in his response to
Nastas'ia Filippovna, Myshkin is an ideal reader of the condemnedman.
There is no suggestionof ambiguity in the caseto excite our or Myshkin's
sympathy;Legros is a hardenedcriminal and a vicious murderer, and the
fact that the Prince can feel compassionfor such a persongives us a strong
impressionat this early stagein the novel of his underlying motivation and

2 'The Frame Tale: Temporality, Fantasy and Innocence in Yhe Idiot', IDS Bulletin, 9
(1979), 6-25 (p. 14).
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impulse towards goodness without judging, and the essential irrelevance of
the nature of a person's sin for Myshkin in the face of their suffering. This
impression is heightened through his reference to the Bible: 'Cica3aHo:(<He
y&fb,

TaK3a To, qTo oH yfti,

it ero Y&BaTO HeT, 3TOHeJI]63.
q* (vm, 20),

and, more specifically, to Christ: '06 3TOR myKe H 06 3TOM ywace H
XpHcToc roBopwi. HeT, c qeJIOBeICOM
TaK Hejib3.q nocTynaThl' (viii, 21).
Thus Myshkin himself suggests a link between his own idea and Christ's
limitless compassion as an model for behaviour, and also recalls the fact
that Christ was also executed and suffered this terror, as His words on the
cross showed; 'My God, My God, why hast thou forsaken me?93

However,the object of Myshkin's compassionis perhapsevenmore
noticeable.While his ethical position is centralized,his interestin the moral
law is secondary;in spite of his referenceto the ethical code of the Bible
('CKmaHo:<(Hey6Hr4))'),his primary focus is not the (un)acceptabilityof
killing anotherhumanbeing. Rather he is concernedwith the effect of the
situation on the psycheof the individual, and with this in mind he explores
the phenomenonwhich arouseshis compassion:the metaphysicalterror
brought on by the sentenceof death,specifically by the horror of the idea of
nothingnessafter death.The destructionof hope entailedby a total absence
of belief in a future life and the full and conscious realization of the
proximity and inevitability of death, faced only at the moment when the
opportunity to live has been finally denied, is for Myshkin the true,
unbearablemisery of execution:

Matthew 27.46.
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A BeAi6riiaBHaR,
RTO BOT MUM
mHHyT,
H3
Ayuaa

noTom

6ojii6, moxceT,He B paHax,a BOT
BOTnepe3tiac, noTomqepe3 AecATh

camaA

cHabHaA

HaBepHo,

qTO

qepe3 rlOJIMRHyrbl, noTom Teneph,

BEmeMr,
-rena

H

BOT

cermac -

He
H
6yAeuib,
6oahtue
-no -iejiOBeKom
yxc

Haeepw. [... ] Y6HBaTb 3a
6onmuee
HaKa=He,
nem
camoe
Hecopa3mepHo
y6HAcTBo
Y6HAcTBo
no npHrOBOPYHecopa3mepHoyxcacHee,
npecrymemie.
,qem y6HAcTBopa36oAHHqhe(viii, 20 author's emphasis).
lqTO 3TO YXC HaaepHO; rJlaBHoe To, wo

As Chirkov explains,
Mi6nui(mHa o
OH [((MOTHB XM3HH))] 3BY91ff ( ]B
paccica3ax
...
cmepTHorl ica3HH H npeAcmepTHux nepe)mBaHHAx ocy)KAeHHoro,
6iiaro
ZM3HH
CHJIY
H
ow,,
yMaeT
icowpwrl HaA6ojiee HHTeHCHBHO
YWaC
B
((HaBePHO)).
OTHHMalOT
KmeHHo Torga, Kor; xa XW3HI. y Hero
Tom, tiTo ocyxcAeHHRi6iR iiHiiieH BCAKOrl HaAeXM]61Ha cnaceHHe,
ýopme
B ApyrHx ca"aeB
HIM
HHOR
KoTopa3i ocTaeTc3i B TOR
maKcHmaaLHaR ocTpoTa
XMHH
qejiOBeK& Bcx
jwmeHHA
BHyWeHHero COCTOAHHAlIpeCTYnHHKa, 0 KOTOPOMPaCCKa3blBaeT
ý&MKHH, BwpacTaeT H3 IqYAOBHIAHOrOKOHTpacTa COMMA
H
4
)KaXCABI
XM3HH nepe; j JIHIJOMHemHHyemori cmeM.

Myshkin's first narrative thereforepresentsus with severalclues to
his mindset and fundamentalbeliefs: his compassion,particularly for the
humiliated and outcast,his deepconcernwith ethical issues,and the feeling
that nothing can be worse for the individual's state of mind than either
forcing him to face deathwithout any suggestionof a new life to come, or
depriving him of life at the very moment when he has discoveredits true
it,
his
Although
Prince
to
this
the
on
subject
and
expands
returns
potential.
first statementis revealing,not leastbecauseit concentrateson the negative
he
finality
idea,
Myshkin's
the
terror
of
mortality,
not,
as
and
on
side of
later emphasizes,on the potential to which it points.

40 Sak Dostoevskogo:problematik idel, obrazy.ýprodolzbenle(Moscow: Nauka, 1967),
p. 129.
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The reaction of the servant to this discourse is also significant. We
have already seen in chapter one that Myshkin,

with his 'THXHM H

has
friendly
(viu4
7)
attracted
manner,
open,
and
npiimHpaio=m ronocom'
Rogozhin: THAU, HeH3BecTHomHe, 3a WO A Te6A nojuo6HJI" (VIH, 13).
Now the Epanchin's servant, having initially

been suspicious of the

him
hearing
immediately
his
upon
attitude
unexpected visitor, changes
him
laws
to
house
breaking
the
allows
of
propriety,
all
and
rules
speak and,
breaks
Myshkin
By
speaking to the servant openly and as an equal,
smoke.
down barriers and encourages the other to be similarly open and receptive.
Aglaia may be teasing the hero when she later says of the incident, THA316
his
does
is
but
(Vi14
54),
compassion
the
not
only
apt;
epithet
;
1emoicpaT'
from
the
but
he
in
possibility of
the
no-one
excludes
also
story,
embrace all
learning about it.

The remainderof the Prince's narrativesin the first half of Part II
by
Here,
Epanchin
his
during
the
prompted
women.
meeting with
unfold
in
life
from
his
describes
he
Epanchina,
Mrs
unremarkablepastoralscenes
Switzerland,incidentally also introducing to these listenersthe suggestion
5
He
(VIU,
48).
to
donkey
turns
then
by
link
Christ
the
mentioning
with
of a
he
in
the
the
execution
case of
another unusual experience which, as
deal:
his
has
witnessed, evidently occupied mind a great
Y Hac TaM BOAonaAftui [ ] Towe HHorAa B riojiAeHb, KorAa
...
3armemE.iqoxa-HH6yAbB ropbi, MHeijib O;XRHnocpeAHHe ropbi,
5Natal'ia Ashimebaeva'snew article, 'Comedy betweenthe poles of humour and tragedy,
beauty and ugliness:Prince Myshkin as a comic character', in Two Centuriesof Russian
Humour and Satire, ed. by Lesley Mlne, trans. by Sarah I Young (forthcoming),
in
biblical
fact
the novel are obscuredby the comic
that
the
references
such
addresses
natureof the scenesin which they are presented.
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Kpyrom cocHbi, cTaphie,

GojibiiiHe,

emojiHeThie;

BBepxy Ha CKaiie
cTapLig 3amoK epe;xHeBeKOBLIrl,pa3BajiHHbi; Haiiia ;xepeBeHI>Ka
BHIMY, nyT16 BimHa; cojiHize qpKoe, HeGorojiy6oe, THWHHa
naiieK0
,
BOT TYT-TO,
H 30BeT BCÖ
H MHe BCÖ

cTpainHaA.

qTo eciiH

Ka3ajioci,

BOT 3a 3TY MMHIO,

6biBaii0,
Ky;za-To,
r10rITH Bce npAmo, HZTH gojiro-, nojiro H 3allTH
3a Ty camyio,me He6o c 3eNuierlBcTpeqaeTcR,

TO TaM BCA H pa3ranKa, H TOl"laC xceHOBYIO *H3HI» YBH;IHIU]6, B
CHJIbHeri
Twc. q,qy
6ojibiiioilropoa
IUYMHeriqemy Hac;

pa3

mHeBCdmewuCA,
ZX3H16...

ii

KaKHeariOJI]b,

Tuoil

B HeM BCÖ ABOPLILI, MYM, rpOM,

ga manojiHnTomeqmoch!(Vul,50-51).

This description is our first indication of Myshkin's vision of a higher
horizon
beyond
dimension
different
the
where the true
spatial
reality, a
it,
By
in
evoking
the
revealed.
are
universe, and man's place
nature of
biblical imagery, the Prince not only indicates that he is speaking of a
image
The
introduces
dimension,
but
the
of
re-creation.
motif
also
spiritual
from
fountain
both
the
is
the
to
rivers
which
the
waterfall
connected
of
life
to mankind at
in
Genesis
2.6,
the
the
of
water
restorationof
spring
and
the end of Revelation(22.1-2). Furthermore,the city Myshkin mentionsat
the end of the vision recalls the rise of the New Jerusalemin Revelation2 1.
1-2,thus providing indirect metaphoriclink betweenMyshkin's vision and
the ultimate re-creation which completes the cycle of the Bible's
6
macrostructure.
The re-creativeand Biblical theme which runs through this image
discovery,
Myshkin's
joy
feeling
imparts
the
of
potential
at
a
also
of great
in sharp contrast to the bleak picture of despair he painted in his first
is
darker
here
However,
the
too
there
notes:
ruined
castle
a
are
narrative.
Gothic feature,and implies a threat.Moreover, the 4THIHHHa
cTpamHaA'can

6 SeeEdwards,p. 5.
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be interpreted either negatively or positively. It introduces a further
disquietingelement,as amidst the hero's positive celebrationof life, nature
disturbing
the
of
a
more
re-creation,
possibility
side, unidentified or
and
it
is
However,
remains.
also an oxymoronic epithet of the type
unexplained,
7
ineffable
in
describe
the
used to
religious experience. In describing his
mystical feeling of onenesswith the world and senseof the true meaningof
life, Myshkin expressesin metaphoricaltermsboth the natureof this higher
it.
hero's
impulse
The
the
to
to
of
existence
and
gain
access
vision
plane
inspired personally authentic religious feeling in him, but alongside the
beauty,hopeand harmony,he recognizesthe threatsposedby ugliness,fear
and doubt.
The import of Myshldn's vision of a higher reality is heightened

through the context in which his narrativearises.In responseto the
introductorySwisstableauxhe presents,Adelaida.comments,'A onmTaKH He

HmxaK

noHHmaio, icaK 3To

mozHo

[

TaxnpAmopaccmmBar6, ...

]A

6161

(vm, 49). She then admits a similar problemwith
HeHarruraciV

painting in the following exchangewith the hero:
icapTHHw

ABa

icapwHbi. -AB

roAa

HaRM

He

mory [ ... ] HaRTH

'ABOT

MHe,

KHA3h,

CIO)KeTaAJIA

cioweT

xLq

3TOMHHqerO He noHHmaio. MHe KaxceTcA:B3rjMHyIM6H

mican. - BVamiyTh He ymeio' (viu, 50). When Aglaia hears that Myshkin
was happy abroad, she exclaims excitedly ('BcicpHqajia'), 'CtiaCTnHB!Bu
ymeeTe 6mTj6cqacTjiHBi6im?TaK KaK xce BEj rOBopHTe,WO He HayqHncq

7 SeeWilliam James,7he Varieties of Religious Fxperience: A Study in Human Nature
(New York: Penguin,1982)(first pub. 1902),p. 420.
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' (VIH, 50). The Epanchin women instinctively grasp both the
rnAAeTE.?
importanceof seeingand re-creatingto leading a life free of suffering, and
the conversationpoints to a strong link between looldng in the correct
manner and spiritual happiness, providing the first indication of the
importancefor the novel of the aestheticasthe foundationof ethics.8

Thepreambleto Myshkin'simageof the waterfallfulfils two main
functions. In the first place, it serves to sharpen the distinction between the
Prince and his interlocutors and thus to highlight the potential of Myshkin
as a narrator. The Epanchin women immediately see in their visitor
something different and important someone from whom they can learn;
Mrs Epanchina's words, 'A XOqyMam6, KaKOHymeeTrOBOPHn' (VIII, 48),
like her daughters' remarks quoted above, demonstrate her intuition not
only that the Prince is able to tell a story, but also of the significance of

story-telling in general.Secondly,they also realize,and signal to the reader
through this conversation,the essentiallink between seeing and creating.
Even before Adelaida is given the advice, 'MraitHYT16

H riHcaTh'

this is an

issue;practically the first words ýArsEpanchinaaddressesto Myshkin are,

TaxwreChBOT
COJIHLI)r, K CBeTy

TYT, I(HA316, BOT

Ha 3TOMqxciie,HanpoTHB,

HeT,

K

cw;xa,

6jimxenoABtmhTecE,,
(Vaý46).
qro6 A mornaBiweTh'

The connection between seeing and the aesthetic and ethical
responseit arousesis vital to our understandingof Myshkin's world-view.
We have already by this stage seen examples of the Prince's aesthetic
appreciationin his identification of the painting of the Canton of Uri, the

8 SeeWoronzoff-Dashkofý 'The SympatheticVision',

p. 71 and passim.
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care and thought he puts into his calligraphy, and the attention he pays to
the photographof Nastas'ia Filippovna (virý 25-32).9 As the conversation
it
telling
seeing
and
about
unfolds, becomesclear that rather than being
simple aestheticobjects, these items are in fact the first indications of an
important theme, the re-creationof anotherreality in art, both literary and
visual, and they are vital not in themselves,but in the responsesof other
charactersto them. Furthermore,the hero's ability to seeor read a situation
or personclearly connectshim to Christ, as it was the mission of Jesusin
10
Fall
'open
to
their eyes'.
coming after the
The ethical aspectof seeingand recreatinghas alreadyarisenin the
story Myshkin tells to the servant,but it now becomesclear that there is an
additional layer of significancein this first narrative.The fact that the hero
begins with an eye-witnessaccount of Legros mounting the scaffold and
then broadenshis vision to outline the implications of a death sentence
indicates to the reader that he has not only seen, but has respondedto
seeingin a creative and morally responsibleway. This is the essenceof the
re-creative activity which is so central to the characters' scripts; the
aestheticshock of the image presentedby the Prince intensifies its Moral
message,and provides a model for the narrational aspirations of all the
protagonists.Immediately after the discussion about seeing and telling,
Myshkin's image of the waterfall and the place where earth and sky meet

9 On Myshkin's responseto the photograph,seepp. 72-74
above.
10Acts 26.18; seeEdwards,p. 211.
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itself
is
can
see
when
one
property,
what
possible
and
re-createsthe
shows
for
experience
others.
aesthetic
Robert Louis Jacksonpoints out that the opening paragraphof the
Timm
to
to
seeing,
or
rather
not
seeing:
a
reference
Tu
contains
novel
CLIPO H IYMaMO,
OT AoporH,

TpyAHo

(vm,

5). " Thus

overt

theme,

Swiss

is difficult,
people

Umo

where

where

that

whom

BrIpaBO H BjieBO

B AeCATH WaM,

xoTj6 IITO-HH6yA]6 H3 OKOH BaroHa'

opens out in Part I, and seeing becomes
Prince

clarity

of

Myshkin,
vision

seeing - and therefore

immediately

amongst

pa3rmmeTi6

as the novel

it seems

paradise

homeland

'ITO HaCIMy paccBejio;

implying

is

possible,

the re-creative

a spiritual

he has come.

having

Edwards

absence
notes

journeyed
has

from

arrived

activity

his
in

it inspires

in the lives
that

an

difficulty

a

-

of the
with

12
from
I
death;
is
Fall
the
the
comment
spiritual
and man's
seeing a sign of
Corinthians 13.12,

'for now we see though a glass, darkly' is an apt

description of the spiritual status of the inhabitants of Petersburg when the
hero arrives. Aglaia's comment when Myshkin is first mentioned to the
buff]
[blind
Sc
Hrpan'
man's
women,
HHm moxmo ewe B XCMYPKH

(Vloý

45), again highlights the question of seeing, suggesting three possible
interpretations. In Jackson's view, 'Myshkin, childlike, is groping about in
the darkness. For his own sake, too, it is important that he "move nearer to
13
lighf".
On the other hand,as this commentis madebefore the Prince
the

11Dialogues with Dosloevskr Me Overwhelming Questions (Stanford, CA: Stanford
University Press,1993),p. 309n..
12Edwards,p. 224.
13Dialogues, p. 47.
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is introducedto them, and before he hashad a chanceto impressthem with
his aptitudefor story-telling, it could imply either that the Epanchinwomen
being
truly
able to seeand thereforeattribute their own
of
conceive
cannot
'blindness' to him as well, or that they think that they will be able to see
better than him; both possibilities emphasizetheir lack of experienceof the
spiritual dimensionin comparisonwith their visitor.
Aside from the questionof seeingand recreatingbeing raisedat this
direct
link
between
this mystical vision and the
the
of
a
possibility
point,
but
be
the
harsher
to
the
executed seems remote,
man about
story of
earlier,
hero then completes his word-picture with a significant phrase, 'A noTom
(VIU,
WH31116
HaRm9
OrPOMHYIO
qTo HB -nophme MOXCHO
mHe nOKa3aJIOCb,
51), which not only hints at the fact that for Myshkin there is a strong
him
but
ideas,
between
to steer the
two
the
also
allows
connection
in
death
back
the
to
the
order to provide
sentence,
subject of
conversation
the reader and the Epanchin women with a more definitive explanation of
his world view. His comment further indicates his belief that the mystery of
life, and true spiritual freedom, are to be found within man, and not in
it
introducing
by
at this point Myshkin shifts the
external circumstances;
focus of attention back to the pressing issue of the role which the
consciousnessof death plays in spiritual awakening.

Aglaia reacts to this observation with cynicism: 'nociie;IHIOIO
noxBajiBHyio

mhicnL

R eme

neT
ABeHaAixaTE,6Luio,qwma',

B moert

((XpecwmaTHH)ý,

xorAa

mHe

(via, 51); sheassumes
that it is a childish

is
there
the lack of
nothingnewto say,againemphasizing
on
subject which
the contrastbetweenMyshkinandhis
a spiritualdimensionwhichsharpens
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interlocutors. However, in spite of both this and the apparent
inappropriatenessof his new theme in the present company, the Prince
launchesinto his next story undeterred.
In returning to the question of capital punishment, Myshkin
confirms his intense,even morbid, fascination with the subject. However,
his focus on this occasion is somewhatdifferent. Having concentratedin
his first narrative on compassion,inspired by the fear and hopelessness
experienced by the convict awaiting death without the consolation of

issue
life,
his
discourse
the
offers a more positive
on
second
eternal
interpretation.In relatingthe descriptionof a mansentenced
to deathand
then reprievedat the last minute, the hero widens his viewpoint to examine
what lies beyondthe teffor.

At the end of the executionscenehe describesto the servant,
Myshkin comments, 'MoweT 6bm, H ecTh TaKoR nenOBeic,icoTopomy
npO'qllH IlpHrOBOP,;IajiH nomy,ýmTwA, a nOTOMcica3ajrH:oCi3maft, Te6e
npoiuaioT)). BOT 3MOR qejwBex, moxceTUiTE-, mor 6Ej paccica3aTb'(VEff,
21), again suggesting that access to another reality and realization of the
true meaning of death are of central importance to story-telling, for the
listener as well as the speaker, as well as indicating his own prowess as a
narrator. His use of rhetorical questions and dramatic suspensearouses and
maintains the interest of the reader and the servant. For the former, this is
reawakened in his later conversation with the Epanchin women, when he
reveals that he has indeed met a man who can tell such a story: 'B
Me)KAY
ABYMA
npomewyTKe

ABaAllaTh
17PHrOBopamH,

MHHYT HJIH rIO KparlHe
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qaca,

mepe EieTBepTh

OH npO)KHn

MHHYT
HecKojii6Ko
tiepe3

OH

n0; j HecoMHeHHLIM

y6e=eHtiem,

qT0

BApyrympeT'(VIU,5 1).

By presenting this narrative as a true story, two levels of
from
Dostoevskii's
Firstly,
the
own
reprieve
authenticity are achieved.
firing squad gives credence to Myshkin's description and his view of the
topic as a whole for the reader. Secondly, the Epanchins are also presented
listeners,
imaginary,
thus,
the
the
are more
as
sceptical
and
real, not
with
likely to be convinced of the truth of the description and the significance of
the theme. Furthermore, the fact that the Prince met this man 'last year'
(Viuý 51), significantly before he witnessed the execution of Legros (TOT 31
he
had
20)),
(vu4
that
already spent a
suggests
yxc meCAIJHa3aA3TOBHAejil
for
death
implications
deal
the
the
time
thinking
sentence
of
of
about
great
the human psyche by the time he saw it for himself He now tells us, 'MHe
CBOH
YMCHO XOTeJIOCbcjiytuaTE,, icor;ia OH HHorAa 17PHrIOMHHaJI
Tomaunme BneqaTjieHHA, HR

HecKojiE-Ko pa3 HaqRHaii erO BHOB16

his
in
belief
indicating
the necessity of
'
(vuý
51),
again
paccripaumaTE.
acquiring this knowledge.
The story itself again concentrates on the effect of the certainty and
finality of death, when the remaining minutes of life can be counted, and
Only
little
the
the
of
afterlife.
an
possibility
suggestion of
once more gives
level
hint
the
the
at
another
of existence after
sun glinting on
cupola
rays of
death, as 'emy Ka3ajioci6, RTO 3TH nyqH erO HOBaAnpHpoAa,, qTO OHqepe3
'
(viu,
but
52),
com6eTCA
C
HHMH...
even with the
KajK-HmGyAi6
TpH mmiyThi
presence of the church this is so close to dust and nothingness that it cannot
hope.
in
Nevertheless,
or
contrast to the terror evident in
provide comfort
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Legros' reaction, the Prince on this occasiondepicts the great potential in
the condemnedman's situation:
BbixoAHjio,
roBopim, wo

qTo

ocTaeTcx

3THnAn

MM116 MHHYT

mRHyTica3aimcE,

6ojiibiiie.

nAT16, He
6ecKOHeqHbIM

OH

CPOKOM,

emy
lqTO B DTH nAT16 MHHYT OH
6oraTcTBom;
emy
orpomHi6im
Kamaom,
H AymaTj6 o
npo)EmBeT cTojibKo XM3HeR, qTo euie ceritiacHeqerO
nociieAHemMTHOBemH

(VHI, 52).

Rather than focusing on the end of this fixed period of time remaining, as
Myshkin had in his earlier narrative,here the emphasisis on the experience
of the passingof time under thesecircumstances.The intensity with which
the condemnedman experienceshis remaining minutes, and feels his
intellectual
truth, suggests
than
simply an
mortality as a physical rather
both that this is real life, and that there is a possibility of spiritual
regeneration,as Dostoevskii himself felt after his own reprieve, according
to a letter to his brother (xxvm. i, 88). When the precisemomentof deathis
calculatedand contemplatedbeforehand,all the delusionsof everydaylife
are forcibly strippedaway.
Although Myshkin clearly wishesto highlight the positive aspectof
this idea and the value of life it reveals,he doesnot deny its terrifying side,
again commenting on the agony of the hope that death is not in fact
inevitable and the horror of dying without belief in the afterlife:
HCH3BecTHocTh

H oTBp=eHHe

OT 3TorO HoBoro,

iKoTopoe

6yAeTH

ceR,qaCHacTynHT,6fmH yAcacHBI; HO OH roBOPHT, qM HxqerO He
6ecripepLJBHaA
ARA
B
3TO
BpemA
MLICJIE,:
6bMO
HerO
Timenee,icax
6161 He ymHl)aTi6l T-ITo, eCJIH 6161 BOPOTHTh )KH3Rb,
OlTo,
ecim
KaicaA 6eCKOHemocnl)>
(vin, 52).
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However, the misery of such an experience is of secondary importance to
the Prince's design for this narrative, which is to emphasize the value of
life. Having remarked on the burden of hope, Myshkin returns swiftly to
the potential of the idea of total awareness of time (and mortality), telling
the assembled family that the reprieved man continued, 'A 661 Tor; ja
6bI
HHqero
He noTepAn, Ka=yio
F.a=YIO MKHYTYB uejiblrl BeK o6paTHii,
6E,i mwWry cqeTomoTaqwhiBaji, yxc HHqero 6bi AapoM He HcipaTwil' (VIEý
52).

Although he later admits, 'BOBce

He

raK X=

mHHyT

H mHoro-mHoro

in
is
is
(Vmý
truth
the man's
53),
Myshkin
there
some
convinced
noTepAii'
616IT16,BOT BaM H ormT,
'Hy, cTano

words.WhenAlexandraremarks,
6LITh,

H

Heinu

XGITh,

xy
B3anpaB;

<(oTcqHTuBaA

cTaiio

cqeTom))',he will not

v6;Ia
completelydeny the idea: 'Aa, noqemy-nH6y;

HeJE63A Mce
[

He BePHTCA'
xaK-TO
3TO
A
Bce-TaKH
camoMy ica3anoci6...

...

] MHe

(vm, 53). Slattery,

agreeingwith Alexandra'spoint of view, suggeststhat clinging to the
is
hero's
life
be
the
that
major
one
of
counted
can
everysecondof
notion
faults, as it is a denial of the temporalreality of human life: 'to be
in
human
in
human
be
life
is
time', and to place oneself
to.
enmeshed
14

in
life.
human
human
is
time
to
ceaseparticipation
outside

While in somerespects
this is a fair criticism,it ignoresa basicfact.
In his descriptionsof menawaitingexecution,Myshkinis describingin its
most clarified and shockingform the inevitableconclusionof all human
life. Thereforethis accessto a different temporalperceptionfrom that

14'Frame Tale', pp. 15-16.
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which we normally experience,which Slattery calls 'a violation of human
temporality, constructedin order to escapefrom the horrible certainty of
15
future',
is in fact a refinement of human temporality in order to
the
confront that certainty. The Prince is assertingthat by fully realizing and
understandingone's true, mortal nature, man can appreciatethe essential
value of life, which gives rise to the aspirationto count every minute. As
Belopol'skii notes,
oTHouieHHA

iletiffm

K

'MTuniiH

co&TBeiiHorl XM3HH:

Ka=yio mHHyq'.

of the difficulty,
examining
far from

MepxvxaeT

16

Heo6xoAHmocT6

rIOCKOJIhKO )KH3Hb

-

cepi6e3Horo

ixeHHOCTh,

The hero's final comments show his awareness

or perhaps impossibility,

of this task, but the idea of

inevitability
to
the
time
to
respect
one's relation
with
fleeing

reality,

HaAO

is in fact addressing directly

perceiving the reality of the 'world as it is given'.
When we look at the next execution

of death,

the problem

of

17

narrative

told by Myshkin,

which returnsto the sceneof Legros' execution,many of the samefeatures
is
illustrated
in
idea
The
the prisoner's
of counting every second
recur.
journey to the scaffold, as his perceptionof time becomesmore intenseand
he
left
live:
in
inverse
has
time
to
to
the
of
elongated
proportion
amount
A ;xymaio,nT0

BOT TYT

6CCK0HeqHo xGm
eine

Ka*eTeq,qm
Towe
ocTaeTcA,
OH,
noKa Be3yT. MHe
gymangoporori:
KaxceTcA, HaBepH0,
ocTaeTc31;
BOT 3T0
npoeuy,
«Eine gojiro, eine wmmTpHyjiiiiißi
noTom
rjxe()YJIO'qHHK
noTom
eineTaocTaHeTcA,
eineTa,
HanpaBo...
(VIII,
55).
6YjioqHHKal»
eineKorza-To;xoe;xemgo

13'Frame Tale', p. IS.
16 Dostoevskii i filosofskaia mYsP ego ePOkh1-Koniseptsfid
cheloveka (Rostov: Izd.
Rostovskogo universiteta, 1987), p. 164.
17Slattery, 'Frame Tale', p. 16.
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The loss of hope that accompanies the knowledge of the precise moment of
one's death is also evident in the silence of the prisoner after he has been
told he will be executed that morning, and Myshkin's compassion for the
convict's despair is aroused by the bitter consolation of his final meal: 'Hy,
He Hacmema M4 3TO?Be; ij,, noAymaemb, xaX 3TO wecToKo, ac Apyrorl
cTopoHE,
i, eft-6ory, 3TH HeBHHHhieJIIOAKOT IIHcToro cepALxaAejiaIOT H
(vu4 55).
yBepeHE.
i, qM 3TOIqeJIOBeicomo6He'
The theme of compassion
as the Prince

imagines

is further

the prisoner's

highlighted

thoughts

through

its absence,

on seeing the crowds

who

have come to watch his deaa While Myshkin may have visited the scene
in the spirit of researchinto human suffering and compassion,it is clear
that for the majority of spectators, the event merely provides grim
entertainment, and no thoughts are spared for the feelings of the
condemnedman. The description of the opposition of the convict and the
crowd, 'KpyromHapoA,icpHic,wym, ;xecrmTmcqqimix, ;IecAnT]6icxqram,
a riiaBHoe,miucim:((BOTHx ;xecm nicAq, allX
- BC63TOHaAoriepeHecTH,
HHKorOHeKa3wrr,a metm-Toica3malo' (VM, 55), suggeststhat the subject
would experiencean intense feeling of separationand isolation from the
rest of humanity. There is no senseof co-feeling or co-sufferingto expiate
the terror of the prisoner, but simply objectification, as we saw in relation
to Nastas'ia Filippovna in chapterone above,and a denial of his humanity
as punishment is used to provide a spectacle for the onlookers. For
Myshkin this evidently adds to the condemnedman's pain and suffering,
and even though he is describedas a '60JIblUOrlMueft',

such inhumane

treatment is still wrong. From this point of view, the Prince's response
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conforms to the Russiantradition of seeingconvicts as unfortunate rather
than evil, to be pitied rather than punished.Konstantin Barsht relates the
importance of faces in Dostoevsldi's creative process specifically to the
by
faith:
'According
Dostoevskii,
to
art,
requiring of
writer's conceptionof
the artist love for the subjectof the depiction irrespectiveof the morality of
the face being depicted,placeshim in the position of the Christian obliged
18
his
love
to
enemy'.
As the condemnedman mountsthe scaffold, Myshkin returnsto the
idea of perception sharpeningwith the nearnessof the moment of death,
6brrh,
'rojiOBa
CHNbHO,
CHJTLHO,
Aomwo
ywaCHOxwBeTH pa6oTaeT,
when
is
he
Again
this
(viiý
56).
that
a
suggests
cHjii6Ho,icaicmaamHaB XOAY'
moment of absolutetruth, with no room for delusionsabout the nature of
(VM,
56,
'eag
this
the
3uaem'
point
reality and mortality;
prisoner at
fully
hero
fact
the
The
the
the
that
of
sees significance
author's emphasis).
death
before
instant
the
as the experienceof true
realization
of
conscious
6EJ
6bT,
in
'A
his
free
from
delusions,
is
eciiH
comment,
evinced
all
reality,
(VuI,
The
56).
6BI
most terrifying
ycinjinan"
newan,x
HapoqHocayinan H
is
for
Myshkin
it
descends,
blade
hearing
the
also
as
moment, of
guillotine
the moment of maximal awarenessof the true nature of life, and is
thereforethe most valid experience,even if it is followed immediately by
annihilation.

18 'Defining the face: observations on Dostoevskii's creative processes', in Russian
Literature, Modernimn and the Visual Arts, ed. by Cattiona,Kelly and StephenLovell
(Cambridge:CambridgeUniversity Press,2000), pp. 23- 57 (p.26).
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Furthermore, as in the case of Myshkin's other narratives about the
death sentence, such knowledge and understanding are not suggestive of a
belief in the afterlife. In the first two stories, the absence of the idea of
immortality

is evident in the metaphysical terror of the possibility of

nothingness after death. In his final story directly pertaining to the psyche
of the condemned man, the hero overtly denies that faith or the promise of
eternal life are possibilities, as although he depicts the prisoner kissing the
proffered

crucifix

avidly,

'BpAA16 AH B 3TY mHHyTy qTo-HH6y;xT.

peJlHrH03HoeC03HaBan'(vmý 56).

The absenceof faith as a factor affecting the experiencesof the men

to deathin thesethreenarratives,in the wordsof a characterwho
sentenced
mentionsChristandusesbiblical imagery,andhasbeenlinkedto Christby
many critics, is striking. It suggestsan awarenessby Myshkin of the
difficulty of belief in another,higher reality, and a deep senseof
for the poorsoulswho do not havethis comfort.Furthermore,
compassion
his understanding
of the importanceof faith in the faceof impendingdeath,
illustratedwith extremeexamples,givesadditionalgroundingto his belief
in the useof narrativeto createaccessto anotherreality,wherea different
relationshipto spaceand,more importantly,in view of humanmortality,
time,is possible.
In this sensethe final story he tells about the death sentence
conforms to the aesthetic principle in several ways. Not only does he
narrateafter seeing,becomingan ethically ideal narrator as well as an ideal
reader, and compelling his listeners to ponder his meaning (which is
apparentin Alexandra's response,'3TO, KOHeqHO,
HenoxoNce
HaKBHeTH3M'
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(vmý 56)), but his descriptionis also linked to both narrativetechniqueand
development
Liza
Knapp
the
connects
of Dostoevskii's 'fantastic
visual art.
realism' to his own reprievefrom the deathsentenceas,
being
face-toharrowing
those
ten
of
minutes
after experiencing
face with death and after relating them to himself and others,
Dostoevsky, as an artist, went on to concentrateon depicting the
invisible momentsof psychic intensity, the most dramatic of these
being times in which deathis apprehended.The eschatologicalbent
taken by Dostoevsky's thought produced a literary style with the
19
immediacy.
concomitanturgencyand

The 'fantastic premise' of the direct apprehensionand mediation of the
experience of deathýo gives rise to Dostoevskii's - and Myshkin's (xxmý
65).
Myshkin's
impulse
'peaM3M
cmbiciie'
narrative
of
B BEicmem
in
linked
Dostoevskii's
to
experience
personal
execution stories are also
kissing
image
details.
the
In
the
the
their
prisoner
of
some of
particular,
crucifix in spite of his evident lack of belief reprisesthe actions of the
21
Speshnev.Furthermore,
the

and
confirmedatheistsPetrashevskii

absence

he
he
in
hope
in
that
the
will
perceives
reprievedman's story, which
of
words,
recallsSpeshnev's
mergeinto the raysof the sunandnothingness,
gun peu de poussiere',in reply to Dostoevskii's'nous seronsavec le
Christ'.22 By reflecting his own experiencein Myshkin's narratives,
Dostoevskiihighlightsthe importanceof the knowledgeof deathfrom the

19Dostoevskyas Reformer.- Yhe PeIrshevskyCase, ed. and trans. by Liza Knapp (Ann
Arbor, W: Ardis, 1987),p. 24.
20Knapp,Dostoevskyas Reformer,p. 23.
21JosephFrank, Dostoevsky:YheYearsof Ordeal, 1850-1859(London: Robson, 1983),
p.
55.
22SeeFrank, Ae Yearsof Ordeal, p. 58.
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point of view of the developmentof his artistic technique, but he also
conveysthe concomitantethical imperativeof the rebirth to new life.
Myshkin also proposesthe sceneas a subject for a painting: $MHe
Ui, ywaCHo 6Ei xoTejiocj6,

YXMCHo

IqTO6bI

BbI

HJIH

KTO-HH6YAE,

3TO

(VM,
[
]A
6yAeT
HapiicOBaii!...
TorAaxcenoAyman,turoicaPTHHa
noneMaAl

55). The fact that he refersto sucha painting as "useful' again suggeststhat
he perceivesthe aestheticobject in ethical terms, as somethingthat will
encourageothers to see what he can see, again affirming the primary
necessity of visual contact to stimulate an ethical response: 'TyT
B3rllAHYJI

B MOIO CTOPOHY; A rIOrJ=eJl

Ha

ero

JIHIXO H BCO rIOHAn

OH

9 (VM,
...

55). The composition he outlines for the painting at the end of his
description intensifies this aspect:'KpeCTH
cBmixeHHHica,

nanana,eroAByx ciiyx=jieR HHecicoJILKo
HaPHCOBaTL,

Aiia aKceccyapa... ' (via,

subject,

BOT KapMHa,

-

rojiOB

CHH3y, - DC8 3TO mo)KHo

indistinct,

ronoBa

KaK 6m

Ha

Tpmem

nnaHe,

56). By representing the watching

B

mWo

Hriia3
TymaHe,

crowd as an

faceless mass and as background to the sharp focus of the real
Myshkin

is again

highlighting

the total

separateness of the

spectators,
andtheir objectificationof the condemned
man(againechoing
the treatmentof Nastas'iaFilippovnaby others),which further augments
his fear and misery.
The aesthetic aspect of the painting proposed by the Prince is given

another angle through its connection to another work of art, as he says, 'A B
Ba3ene He;xBaHoo;xHyTaicyio icapTHHyBHAejil (VM, 55). Here the value of
seeing such a painting for the ethical response it provokes is emphasized, as
Myshkin continues, Mie

oqeHh xoqeTcq Bam paccica3aTh... A iKor;la-
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HH6yAE,paccKawy... oqeHb meHAnopa3Hna' (VM, 55). In his discussion of a
heightened state of awareness, in which the aesthetic element plays a large
part, his feverish insistence of the effect of this portrait on him, and its
possible effect on others, even at second hand, reveals how essential he
believes this aspect of his vision to be.
Furthermore, the fact that this work has been identified by the

editors of the AcademyEdition as Hans Fries' 'The Beheadingof John the
Baptist' (1514) (IX, 433) raises additional issues. By introducing this
murder from the Gospels,Prince Myshkin also points to the execution of
Christ, further underlining the nothingnessthat follows death in his tales,
23
if
However,
Resurrection.
initially
denial
the
total
we
suggestinga
of
and
different
first
in
Myshkin's
Christ
the
to
story,
a
re-examine
reference
full:
in
is
is
It
the
passage
solution again suggested. worth quoting

MoxceT6hm, H ecThTaKoAqejioBeK, KOTOPOMY nNtMH npHrOBOP,
nOMYIqHThcA,
a
noTom
CKa3aJM:((CTynari,Te6enpoiuam)).
Aajm
BOT 3MOR

06
6ErrE,,
6m
pacCICa3aTh.
mor
moxceT
qejioBex,

wort

HeT,
XpHcToc
C IleJIOBeKomraK
rOBOPHJI.
mpce H 06 3TOMywace H
HeJlb331nocWaTib! (VIH, 2 1).

By juxtaposing the image of Christ to that of the reprievedman, the Prince
implies that Christ, who has experiencedthe horror of death, has been
life
in
truly
to
the
through
of
reveal
what
end
order
reprieved
resurrection
signifies. His death and resurrection show that the fear of death can be
conquered,and that His forgivenessis there to save mankind from this
horror. Therefore, although muted, Myshkin's stories about men

23 An issue which later becomescentral with the introduction
of the Holbein painting
'Christ in the Tomb' in Part H; seepp. 220-22 and 296-97 below.
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condemnedto death do in fact contain hints of the existenceof life after
death, and of a specifically religious (as opposedto organic) side to his
vision. However, he makes little of this point, and in general it is the
possibilities of realizing anotherplane of existencein this life, rather than
the next, on which he concentrates.Furthermore,by highlighting different
facetsof the experienceof faith in his narratives,both the practical and the
spiritual, the hope of the presenceof faith and the despair of its absence,
Myshkin does not insist on a one-sided interpretation of his vision and
ideas,but rather depicts the tension which exists between faith and doubt
latter.
in
face
difficulty
former
the
the
the
the
of
of achieving
and
The Epanchins,like Rogozhinbefore them, pick up on the Christian
General's
his
"TOTIH06or
discourse
Although
the
of
aspects
and self-image.
feeling
(VIII,
do
44)
has
little
to
religious
and is more an
nociiajil'
with
expression of relief that the Prince will

distract attention from his

involvement in the Nastasia Filippovna affair, Mrs Epanchina's words, 'A
Bepyio, qTo BaC HmeHHO xiA

mewt 6or npHBeii B IleTep6ypr

H3

IIIBerlijapHll. MoxceT Urm, 6yAeT y Bac ; tpyrHe Aena, Ho riiaBHoe, xiA
meHA' (VM, 70) both emphasize the religious dimension and suggest that
she too is searching for an ideal. Moreover, Adelaida's statement, 'B16i
ýIVIOCOý H Hac rIpHexanH noyqaTE.
' (VUL 5 1) indicates in more general
terms the importance the family ascribes to the Prince so soon after their
acquaintance.

The significanceof facesto Myshkin's ethical stanceis clear by this
stage; his discourse on the condemnedman as a subject for a painting
confirms his belief that a skilful examination and depiction of a face can
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reveal the spiritual

state of the person, and thus arouse a true ethical

response in the observer. As Johnson states, 'Dostoevskii's

notion of the

good in this, his most ethical, novel is a way of seeing the face of the
24 The
sisters also see the significance
other'.

of faces in provoking

response which binds people together, as is evinced by Adelaida's

a

words,

4eciiH Y)K BLI TaicoR MaToic JIHIJ,TO HaBepiio 6bmH 14BAto6nei-iW (via, 57).
However,

Myshkin's

reply, 'A He Um Binoftell

different
(vuý
57)
suggests
a
qe'
HHa,
relationships,

[

] A... &m
...

cqacT=B

basis
for
emphasis and an alternative

but one which he apparently believes to be equally valid and

a source of greatjoy.

His final story serves to unfold this idea, and although

in many ways the texture

and content of this narrative

are completely

face
both
the
to
the
the
of the
subjects
of
unlike
previous ones,
connection
other centralizes

compassion

for the suffering

of others as the main

foundation of the hero's worldview.
The story of Marie

is also interesting

because, having seen the

ideological basis of Myshkin's script in the earlier narratives, both the
is
first
how
for
Epanchin
time
this
the
the
witness
women now
readerand
translatedinto action, which is essentialfor three reasons.It gives us an
idea of what the Prince considersto be appropriateethical behaviour,which
in turn allows us in the first placeto speculateon his future actionsand the
course of the novel and secondly,to judge the efficacy of those actions.
This gains increasing significance as the novel develops and the reader
begins to recognize some similarities between Myshkin's actions in the

24'The Faceof the Other in Ae Idiot', Slavic Review,50 (1991), 867-78(p. 867).
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Marie narrative and his response to Nastas'ia Filippovna. More
importantly, it indicatesthat the hero is not a man of straw. Without actions
to back up his ideas,Myshkin would be a characterlike Rudin or Oblomov
in
but
ineffectual
(a
'superfluous
typical
man',
other
ultimately
- eloquent
words) - or worse, a charlatan and hypocrite, in which case he would
resembleFomaFomich Opiskin in SeloStepanchikova.By moving into the
sphere of his own actions, he both proves that his ideas are not merely
theoretical but can be employed in everyday reality, and implies the
pointlessnessof abstract thinking without concrete application; religious
feeling and the perceptionof anotherreality are meaninglessif they are not
25
in
importantly,
into
However,
translated
most
positive ethical action.
telling the story of Marie, the hero indicatesfor the first time a shift from
the fundamental activities of reading (seeing) and narrating to true
first
importance
for
introduces
here
he
time
the
the
of the
as
scripting,
his
By
in
his
to
to
the
moving
a
story
where
response
other
schema.
active
own ideas on ethical behaviour come into conflict with those of the
(or
denial)
illustrates
fact
Myshkin
the
that
of
confirmation
community,
difficulties
be
by
the
the
of
shows
other,
and
script
can
only
provided
one's
humaninterrelations.
A strong senseof compassionas the basis for ethical behaviour in
relation to the other lies at the centre of the story about Marie. Having
concentratedin his earlier narrativeson one group of isolated and reviled
people, those who have been condemnedto death, now Myshkin turns to

25The relevanceof this themeto the structuring the text is
of
examinedin chapter3.
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another example of the habitually humiliated and rejected, the fallen
woman. When Marie returns, broken and abused, from her adventure with a
travelling salesman, and the entire village, including her own mother, turns
against her, the Prince treats her kindly and gently and does not accuse her.
He seesonly her misery and pain, and tries to alleviate them and return her
dignity, thereby illustrating to the Epanchins his idea of the proper ethical
response to seeing the face of suffering. He specifically denies that this is
love in the accepted, sexual sense, insisting, 'TYT BOBceHe 616LTIo
Jlio6BH.
Ecim 6bl BbI Maim, KaKoe 3To ULTIOHecqacTHoeco3ijalffle, TO Bam 6Fi
caMHMcmo

ee oqeHT.X=b, MH

MHe' (vm, 58). He kisses her to show

that he considers her to be a human being, his equal, and worthy of love
and affection, not because he is in love with her, and sees vindication for
his actions in the fact that 'oHa ymepaa noqm cqacTmoaR

OHa3aftma

cBoio,qepHyio 6eily' (vm, 62).

The judgemental reaction of the villagers is for Myshkin the
behaviour,
is
of
unethical
epitome
as she treated as an outcast, humiliated
and punished repeatedly despite her evident sickness and misery: 4KorAa
Olia BopoTmi=6 60JI16HaA
H HcTep3aHHaA,
HHKaKoro-TOK Heil cocTpaAaHHA
He 6MAO1111
B KOMIKaKHe OHHHa 3To wecToicHelKaime y HHXTzKenme Ha
3To noHATml' (vm, 59). It is significant that the two traditional moral
keystones of the community, the teacher and the pastor, are among her
most vociferous accusers, as is her mother, whom one might expect to
protect and forgive an errant child. Both the villagers and Myshkin
therefore considerjustice to be on their side, but the inhumanity shown to
Marie, out of all proportion to her crime, suggests that their
code of
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behaviour is imperfect, as it is inflexible and takes no account of human
feeling; it is a code of vengeance,retribution and vilification, not of
compassion,love and forgiveness.
Neither in this casenor in that of the condemnedman is the object
innocent.
is
described
`6onmuoil
Legros
Prince's
the
compassion
as
a
of
Wloxterl' (VM, 55), and while the situation may be more ambiguous with
regard to Marie, Myshkin twice emphasizes her own feelings of guilt,
noting that she 'cama cqmwm ce6x 3a icaKyio-To camyio nociieAHIOIO
TBapE-' (VIEý 59), and '; xo camoro KOHua cwtrajia

ceft

BejiHKoio

ripecryrimmeio' (via, 62-63). Like Nastas'ia Filippovna, Marie's sense of
her own responsibility for her situation is the greatest source of her
intensifies
the
the
of
villagers
merely
suffering, and
condemnatory attitude
this. Myshkin denies she is to blame, stating 'A c camoro Haqajia ee
3a HecqacTHyw' (viu, 60), an
3a BHHoBarpo noqwran, a TOJMICO
HHCKOJILKO
indication that, as with Legros, and as we shall later see in his reaction to
Nastas'ia Filippovna, the question of her guilt is for the Prince simply less
important than the fact of her suffering.
Slattery argues that Myshkin's interpretation of his own actions is

hedoesnot understand
the codeof thecommunity,claiming
wrongbecause
the villagers'seekjustice' but love Marie, and that their moral codeis a
26However,
force.
he doesnot addressthe question,justice for
unifying
what?Marie hasoffendedthe sensibilitiesof the parish,and failed in her
duty to her mother,but hashannedherselfmorethan others.In any case

26'Frame Tale', pp. 19-20.
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this hardly merits her pariah status, and when the Prince comments, 'A
CJ116IXaJI
Aa)Ke, IITO ee XOTejiH npHcyAum K HaKa3aHHio' (vm, 60), the
extremity of their reaction to her sin, even in a morally intolerant society,
becomes clear. Furthermore, the unifying effect of the villagers' moral code
is undermined by the fact that it is a unity based on exclusion and
separation. While Myshkin's compassion encompasses all, the villagers'
isolates
in
like
that
the
the
and
spectators
previous narrative,
of
morality,
objectifies those most in need of compassion and affirmation of their 'I',
those who are suffering for their sins. The biblical echoes in this story
Marie
Mary
Magdalene,
her
this
with
conclusion;
name
support
sharing
but
Gospel
John
8.3,
in
the
the
taken
of
of
adultery
also resembles
woman
although the villagers may claim to practice Christian morality, only
Myshkin

emulates Christ's

goodness. As Dostoevskii

states in the

XPHCTHaHCTBO'
(IX,
'cocTpa;
for
Part
11
the
BCO
xaHHe
of
novel,
notebooks
270).

The importance of children to the story is evident in Myshkin's
openingremarks:
Pe6eHKY MOMEO Bcd rOBOPH716, - BC8 [ ] OT AmA
HHqerO He
...
HaAO YMHBaT]6 nOA ripeAROrOM, qW OHH MaJICHbKHe H WO HM paHO
Kam
Man.
rpyCTHaA H HecqacTHasi muciml H icar, xopoino camii
AeTH noAmeqwoT,

wo

onw

cmT=T

Hx cimuixom

maneHBIKHMH H

OHH BCa nOHHmalOT.
Tor; za Km
HH,qerO He rlOHHMalOIlGIMH,
ISOJMMHe He 3HalOT, qTo pe6eHOIC Aawe B camom TPYAHOM Aejie
mo)KeT; xan, qpe3BuqaAHO Baxamft COBeT (ViIi, 58).

These words suggestan additional focus in the story of Marie, as it also
highlights the effect of the hero's compassionon others, specifically the
children of the village. At first they, like the adults, persecuteMarie, but
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under Myshkin's guidance grow to love and try to help to support her.
Having been influenced at first by their parents'judgementalattitude,their
open minds and natural innocence bring them over to the hero's more
compassionatestance; unlike the blinkered adults, the children see the
benefits of Myshkin's gentle, loving treatment of the unfortunate Marie,
and emulate it. His script is acceptedby Marie and the children, and this
is
Marie
to
the
close to
as
when
adult villagers,
eventually appears affect
death, T AepeBHe,nxe=q,
ywe

He ocTaHaBjiHBaJIH

cranH

AeTeA
MaPH,
no iTarwe mepe
xcaiieTh

H He 6f)aHHJIH,

KaK npe)KAe'

(Vffl, 62). However,

destroying
his
funeral,
to
the
the
script
resurfaces,
villagers' challenge
after
Ha
'H
harmonious
the possibility of
HaqajiOCb
relations;

meHa

rilaBHoe

BceR Aepe]BHHH3-3a AeTeW (Vul, 63). Little has changed as a result

rOHeHHe

of Myshkin's

actions; having lost one victim, the villagers merely substitute
hope for

Although
has
their
moral
code.
rigid
also questioned
another, who
the future and the realization

dream of compassion for all is

of Myshkin's

maintained in the continued good will of the children, the negative reaction
doctor, shows the difficulty

of their parents, and even the Prince's

of his

task, and the distance of society as a whole from the ideal of Christ's
compassion,

and diverse

to the problematic

owing

nature

of human

relations.
The wider significance
here. The innocence

of children

of children

means that their vision

darkened or obscured by knowledge
respond naturally,

has not been

of evil, so they can see purely and

free from judgement

character is frequently

in the novel is also signalled

or bias. The fact that Myshkin's

described as childlike

and is perceived as such by
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others also suggeststhat his ability to see clearly and react in an ethically
positive manner originates in his own innocence; as Belopol'skii notes,
'AaA

ecTecTBeHHj6irf
RocToeBcicorope6eHOIC
HOpmanbHhIfl
6oxwrb,

<(aHrejT

r103TOmy

aKixeHTHpoBaHHe

; IeTcKHx

qejioBeK,

TOM
HITH
B
icawCTB

qepT, ((HCTHHHO
qejioBeqeclXliX>>,
KHOmrepoe PaBHOMIIHO BblAeJleHHIO
27The first hint of a connection between the
((;xo6poAnpMvx6i>> qenoBeica'.
hero and children occurs in the opening conversation of the novel, when he
rLUCKW(vmý 6). The
says that his illness is 'Bpo;xe naAyqer1HJ1HBHTrOBOR
in
later
in
both
diagnosis
is
Idiot,
the
this
alternative
reinforced
oddness of
fact that it becomes clear that he does indeed have epilepsy, and in the
absence of any further mention of chorea,(St Vitus' Dance). However, the
fact that the non-medical name for this disease originates in the child
martyr to whom sufferers prayed suggeststhat Myshkin is even at this early
stage establishing his link with children as part of his spirituality.

The Prince then raisesthe subjectof his childlikeness,as perceived
by Schneider,towardsthe end of the Marie story:
OH

y6e;
lHjicx,
BnojiHe

wo

A cam coBepiiieHHblrl

TO
ecTI.
pe6eHOK,

Ha
nOXO*
IqTO
A
TOJIBKO
IPOCTOM
H
JIHIJOM
pe6eHOK,
H, mo)KeT 6i6rM,
B3pOCJIOrO, HO 'ITO pa3BHTHem, Aywofl,xapaKTepoM
6hl
OCTaHYC]6,
XOTA
A
YMOM A He B3pOCJILJII, H TaK H

BnojiHe

Aa*e

iuecTHAecxm jieT ITPOHM (viii, 63).

AO

Although Myshkin deniesthat this is true, he does admit a special affinity
with children, and a preferencefor their company,continuing,

27Dostoevskii,p. 7 1.
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Ho

6161`11C
camom ; tene He jw6jito
AHB
B31)OCJMMH, C ino; U6MH, C 60JIbUIHMH, -H 3TO A ; JaBHO 3aMeTIM, He =6JI10,
nOTOMY IrrO He ymeto. 'ITo 6bi ORH HH rOBOPHJIH CO
MHOR, KaK 6EJ A06PLIA Ko mHe HH 6EJJIH, Bce-TaKH C HHMH MHe
0; (HO TOJIhKo npaBAa,

BcerAa

TA)Keno noneMy-TO,

nOCKOpee K ToBapHiijam,
noTomy, wo A cam ftui

yxcaCHO PaA, Kor; xa mory yflTH
a TOBaPHLWl MOH BcerAa 6EuiH AeTH, HO tie
HA

pe6eHOK, a noTomy,

wo

meHA npocTo

TRHYJIO K AeTAm (VIII, 63).

Schneideris clearlynot the only personto seethe child in thePrince;when
GeneralEpanchinintroduceshim to the womenof the family, he calls the
in
leads
44),
'coBepiueHHbIApe6eHOK$
(vm,
to the
turn
a
which
visitor
commentabout blind man's buff mentionedabove.Mrs Epanchina,in
callingherselfa child, alsoseesherlikenessto Myshkinin this regard(vu4
65). His childlikenessis alsoevidentin the behaviourhe exhibits,ashe is
frank and open and seesno needto dissemblenot, as Guardinistates,
becausehe is too well broughtup.28Rather,it is becausein his innocence
29
deceive
in
he cannotconceiveof baseness
to
or theneed
others.
The link betweenthe heroandchildrenis continuedthroughoutthe
novel, for example in Aglaia's criticism of his use of schoolboy phrases
(VIH, 435), and his friendship with Kolia Ivolgin. The importance of
children as a moral barometer is also emphasized,particularly in the
reactionsof others to the honest and faithful Kolia. Aglaia's and Gania's
in
black
Kolia
the eyes
their
to
characters
against
rudeness
marks
count as
of the reader, and in contrast the fact that Radomskii later in the novel
showshim considerationand talks to him as an adult is a positive attribute,

28'Dostoevsky'sIdiot, p. 362.
29Keller, 'Prince Myshkin'. p. 19.
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as it reflects the Prince's values, with which the readerquickly identifies.
Myshkin's depiction of the innocenceof children and insistenceon their
intelligenceresoundthrough the entire novel, providing a further key to our
understandingof his worldview.
Thereforeby the end of the final narrativetold by the Prince at the

Epanchins',both his audienceand the readerhave identified the main
elementsof his vision, which providesthe ideologicalbasisfor his script.
As its startingpoint,he contendsthatthetruerealityof life is obscured,
but
the fact of mortality.
canbe perceivedif onefacesandfully comprehends
Thisknowledgeis indeedterrifýing,but thereis potentialfor understanding
beyondthe horror,in the discoveryof accessto anotherdimension,a reality
describedby Myshkin in termsof a differentspatialorderin his waterfall
by the
vision, and in the alterationof the perceptionof time experienced
to death.This other,higherreality is for the herothe true
mencondemned
orderof things,andboththe form andthe contentof his narrativespoint to
his visualizationandre-creationfor othersof the natureof the universe,and
man's position in it. The Prince's value as a story-teller and ability to
expresshis ideas,and the contrastwith the other characterswho are unable
to do so, emphasizeshis statusas a singularman who has accessto a higher
revealedtruth. Children, like Myshkin, have the potential to seethe truth
through the purity of their vision, while Christ is present as an ideal of
compassionand a supremeexample of suffering and a model of how to
face death.
The hero does not ignore the dark side of existence,of doubt and
the terror of death; rather, he highlights these aspectsand concentrateson
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the reality of human suffering. His knowledgeof the existenceof a higher
reality allows Myshkin to seethe suffering of all beings, as all are subject
to the samelaws of nature,and it is this that arouseshis intensefeeling of
compassionand desireto act accordingly.As Zernov states,
Dostoevsky shows that suffering lies in the very nature of man as a
free and morally responsible being, that nothing can eliminate it as
long as man remains what he is, and that the purpose of human
evolution is not to abolish suffering, but to explain its meaning, for
only those who are not afraid of pain are matured and truly free
30
people.

The aestheticprinciple is important as learning to seeand depict in words
or pictures,asthe Prince doesin his stories,stimulatesan ethical response.
Three concepts are therefore evident in the Prince's interactivity as
a model for the co-existence and interaction of all the protagonists: reading
(seeing), narrating

and scripting.

In his stories he highlights

the

consequences of inharmonious self-other relations, and in his actions
directed towards the other he attempts to remove conflict and aggression,
and provide a positive example for others to follow, as part of a 'saintly
script' which is aimed not at self-assertion, but at allowing the other to
achieve selfhood; he uses his stories to 'upexiowHTE, Ku npHmep AnA
Furthermore, the
noApaxeHHA oiKpyxc=weR ero ;IeRcTBiiTeJMHOCTH"
.31
fact that the closeness and inevitability of death is the subject of many of
Myshkin's

narratives signals his understanding of the importance of

30Aree RussianProphets Khomiakov,DosloevsAýK
Soloviev(London: SCM Press,1944),
p. 93.
31lakobova, 'Siuzhetno-kompozitsionnoe
edinstvo', p. 167.
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defining the 'plot of life', not simply on a personallevel, as is the casewith
the protagonistswho are physically approachingdeath,but as a generalrule
motivating humanbehaviour.
The ideological backgroundformulated in the early chaptersof the
novel is essential to our understanding of the personality of Prince
Myshkin, as it provides the basic motivation for his actions, and therefore
informs the whole of Idiot. We have alreadyseena positive responseto his
narrativesin the fact that Aglaia takes the Prince into her confidence,so
shortly after meetinghim, over the delicateissueof Gania's letter (VM, 7173); from the image of his personality presentedin his stories, Aglaia
realizes that Myshkin can be trusted and is willing to serve others. In an
early indication of the effect one character'sactions can have on another,
the hero's involvement in the Aglaia-Gania story immediately cuts off one
possible continuation of the novel; in his first active involvement in the
interactionsof the other charactersin the real time of the novel, Myshkin
affectsthe future direction of the narrative.
When the hero leavesthe Epanchin house,the texture of the novel
alters, as he moves from expounding his ideas to putting them into practice,
from seeing and narrating to scripting proper. His thoughts as he left
Switzerland to return to Russia, 'Tenepi6 A ic mo; mm iuiy; A, mox(eT6hm,
HmerO He 3HaIO,HO HaCTYnHjiaHOBaAXM3HL' (vm, 64), further suggest
that the experiences he has described to the Epanchins,constituted a prelude
to his testing of his ideas by coming amongst his own people and
participating in their interactions.
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H: THE FOUNDATIONS OF MYSHKIN'S

SCRIFr IN ACTION

By the time the Prince leaves the Epanchin house, not only has he
presentedan outline of his worldview, but he has also given hints of the
courseof action he will take. The story of Marie illustrates his compassion
for a fallen womanand his concernto alleviateher suffering and changethe
attitudes of others. The fact that another fallen woman, Nastas'ia
Filippovna, hasalreadymadeher presencefelt in the novel, is significant in
itself, but her true importancefor Myshkin, and the strongestindication of
the form their future relationship will take, lies in his responseto her
in
the
the
arousing
aesthetic
principle
of
portrait, reiterating
central role
compassion.As Goernerstates,'the impressionthat the portrait makeson
32
determines
Myshkin
much of the action of the novel'.
As discussedin chapter 1, Myshkin's comment in referenceto the
'
(Vn4
3
1),
in
'oHa
the
a?
particularly
portrait,
Bez6 ywacHo cTpaAajia,
by
in
Nastas'ia
lack
interest
the
the
other
characters
shown
of
context of
Filippovna as a conscious and feeling being, immediately highlights the
origin of the hero's compassion in the aesthetic response. He uses the
learn
her
imagination
his
to
personality and
and
about
photograph stimulate
suffering, concluding, 'nK

6YATO Heo61.3rrHaAropAoCT]6H npmpeime,

1`109THHeHaBHCTB,66um B 3Tom imue, HB

TO we BpeMA 'ITO-TO

rqVCTOAYIUHOe;3TH ABa xoHTpacTa
AOBep,.
nmoe, WO-TO YAHBHTeRLHO
B036ywAajiH nK 6yATo Aawe raKoe-To cocTpaAaRHerIPH B3rx=e Ha 3TH

32T. Goerner, 'The Theme of Art and Aesthetics in Dostoevsky's Me Idiot', Ulbandus
Review,2.2 (1982), 79-95 (p. 84).
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,qegmi' (viii, 68). Malenko and Gebhard note that 'the more he looks at it,
the more strongly are his impressions of the depth and complexity of her
suffering reinforced; the more deeply is he convinced of her extreme
33As I
suffering'.
point out in chapter 1, it is her portrait, rather than the

face itself, that remainswith the hero as an unbearablereminderof her pain
and his desireto assuageit. Kinosita remarksthat,
ý&IUHCIIH
pa=Boemom,

rlpOHHuaTeJI16HO
HacTac16H

ouWwaeT
IICHXOJIOrHIleCKYIO
KOHTPaCTHOCT6
- 41)HJR=OBHEJ,

emy cocTpa;
HeCOrJlaCHEJX
mepTee mna BHymaeT
IaHHeK Herl.
14meHHo
Mmmmmm
OCHOBa
[
],
3;xecE.,... ripeAcTaBjieHa
Toro ero
KpaCOTa
KOTOPOMY
mo)KeT HMeTI6
ourjweHHA, coriiaCHO
ýYIEUWOHHPOBan
H
cHiia,
nonoBweimbirl xapaicrep
Kaic
34
)Ta
:
OCHOBa
mHp.
<(cocTpaAaHHx>>.
cnacaioiuaA
oinymeHHe
Further

confirmation

that

the

portrait

inspires

Myshkin's

compassion and calls him to action is found in his brief exchange with Mrs
Epanchina:

'TaK B161Ta"-To

KpacoTy ueHHTe? - Ra...

eci'b jimeHHo raKyio? - HmeHHo raxyio.

TaKyio... - To

3a
qTo? -B
-

cTpaAamw mHoro... ' (yiEý 69). This is the clearest indication

3Tom inine...
we are given

in the novel of the importance of suffering and its aesthetic representation
for Myshkin's

worldview,

and the effect this will have on Idiot as a whole.

Moreover, his thoughts as he goes to collect the picture for Mrs Epanchina,
'((KOHe,qHo, cxBepHo,, qTo A npo nopTpeT nporOBOPHJICA[ ] Ho... mo)KeT
...
6j6rm, AH

XOPOIUO cAejiaii,

Y Hero WwHana
qTo nporOBOPHJ1CS1
))
...

MeJI16KaTh
O;jHa cTpaHHaq HAeA, Bnpoqem ewe He coBceM AMA"

(vi[4 67),

33'PortWts', p. 245.
34 'Poniatie "krasoty"
v svete idei estetiki Dostoevskogo', in Dosloevskil: materialy i
issledovanfia,11, ed. by E. A. Smimova(St Petersburg:Nauka, 1994),pp. 96-101(p. 98).
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suggest not only that his mission to save a second fallen woman is
beginningto formulate in his mind, but also that he is readyto declareit as
such.Immediatelyupon arriving in St Petersburg,he finds a twin object for
his mission, both to savethe fallen woman, and to open the eyesof others
to the ethical-aestheticway of life and the possibility of emulating his own
saintly scripting. By showing them the photograph,he can illustrate the
his
her
in
by
and
own
suffering
action
emphasizing
aesthetic principle
despite
However,
in
their
to
try
to
their
attitude.
compassion, order
change
interest in the Prince's discourseon suffering and paintings,the Epanchins
fail to apply what they have been told and, like the villagers in the story
they have just heard, respond negatively. Again, Myshkin is unable to
his
he
is
the
to
script
suggesting;
with
persuadeother parties go along
mission is far from straightforward,as altering the worldview of othersand
their attitudesto their fellow men and women is no easytask.
The first seven chaptersof the novel, therefore, contain both his
fundamental ideology and the seedsof his new idea to transform his beliefs
into action. It is interesting that Dostoevskii, when writing the novel,
referred to chapters I to 7 as 'Part I' and 8 to 16 as 'Part R, unlike the
division to which we are now accustomed, suggesting that the author
35
discrete
Having introduced
first
thought of this
entity.
section as a
Myshkin's motivational basis, the focus of the novel now shifts to how this
effects the creation of his active script, primarily in relation to Nastas'ia

3,5Seethe author'sletterto the editorialoffice of Russkiivestnik,24 December1867(5
January1868),in PSS,xxvm.iL 329,
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Filippovna and modelledon his experiencewith Marie, but also with regard
to the other protagonistsand the more generalethical-aestheticsphere.It is
here that we begin to seethe full significanceof his saintly scripting, as he
movesfrom readingand narratingto ethical interacting.
The fact that the Prince has stumbled on someone else's story
becomesevidentthe momentNastas'ia Filippovna's nameis mentionedby
General Epanchin (vm, 26) so soon after Rogozhin's narrative. As the
action moves to the Ivolgins' apartment, the hero's involvement
immediatelydeepens.However, ratherthan assumingan active role straight
him.
He
develop
he
into
background
the
events
around
moves
while
away,
also, after the verbal skills he exhibited at the Epanchins,now revertsto the
for
in
his
Rogozhin,
listening
first
with
and
encounter
quiet,
stancewe
saw
the samereason:to allow othersto establishtheir voices and asserttheir T.
Myshkin's reactionto GeneralIvolgin is particularly significant. As
outlined above(pp. 44-46), the General'sfantastic storiesare an indication
of his desireto erasethe shameof past misdemeanoursand regain his lost
for
defined
by
Seeley,
he
is
'little
Dostoevskii's
men',
as
status;
one of
36
is
he
is
dignity
However,
the
paramount.
of
restoring
whom
question
thwarted in his attemptsto createa new script by the negativeresponseof
those around him. The intenseshameGania feels with regardto his father
is evident in his horror when the latter meets Nastas'ia Filippovna: 'OH
AOMKeHTenephHCnwmeme 3Ty ywacHyio naMy, H, rnaBHoe,B r"-yw
mmayry' (vný 90). While Gania's shamehas its roots in his own wounded

36'Dostoyevsky'swomen', p. 304.
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pride at his recent loss of status, his mother seems to be ashamed of her
husband for more personal reasons, as he cuts such a pitiful figure. She is
less aggressive than her son, but by negating the General's stories, with the
intedection, 'OTo He TaK,3TOouiH6Ka [ ] Mon mari se trompe' (vu4 83),
...
and attempting to call him away (viii, 91-92), she also seeks to deny his
efforts to save face and re-establish himself Even his mistress treats him
with contempt (vmý I 11), although he claims that in visiting her 'A
B03POWAalOCL
AYX0MH cio; xa Hecy MOHAwTerIcKHeH cemeirmweropecin'
(VM, I 10).

Only Myshkin and Kolia Ivolgin oppose such treatment of the
General. Although he conspires with his mother to remove his father from
Nastas'ia Filippovna's

presence, Kolia's

endorsement of his father's

essential honesty (vm, 113) is significant as it comes from the mouth of a
hidden
is
free
from
motives. In the scene with the
or
child who
prejudice
heroine, Kolia's sensitivity to his father's suffering and shame clearly allies
him to Myshkin's compassionate outlook; the pain he feels for the General
is evident as he implores the Prince, '- Ra y6eAHTe xom 13161
ero muHH6yAb! HeJffi3AM? r1oxcairAcTa! -Hy

6eAHoro maiib%wa Aawe cne3Ej

his
(via,
92).
despite
However,
HerOAOBaHHA
rna3ax'
supporting
ropenH Ha
father, Kolia takes a realistic approach, and is later surprised that Myshkin
has put his trust in him: 'cTpaHHo,TITOBLI OTHero nero-HH6yAi6owmanH'
(VM, 112). Although he wishes to see the General's dignity restored, he
obviously does not believe that involving him in practical matters or relying
on him in a normal way will achieve anything.
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Prince Myshkin lacks the experienceof GeneralIvolgin's behaviour
that his son has,and whetherbecauseof this or his commitmentto treat all
humanbeings equally whatevertheir sins and allow them their dignity, he
enlists the General's help in finding Nastas'ia Filippovna. In spite of the
urgencyof his business,and the fact that Ivolgin takeshim on a wild goose
chase,the hero is reluctant to abandonhirn. For the first time we seethat
Myshkin's saintly script involves not only allowing others to assert their T
through narrative and self-expression, but also gives them control, allowing
them the possibility of directing events themselves. However, in doing so
his plans are compromised, as General Ivolgin's script for the evening
threaten to overtake and undermine the hero's. Myshkin's doubts about the
General also indicate his awareness of the difficulty

of his stance, as

allowing others fully to assert their T or take control places his own
OH
jeopardy:
6EVI
in
Tm3E.
rlOH3rr]6
oTqasHHH.
He mor, Kax mor
B
mission
OH TaK rnynO AOBepHncq. B CYMHOCTH,OH H He AOBepAncq; OH
pacc,qHThiBaJIHa reHepaiia, tiTo6i6i TojiE.Ko YaK-HH6YAbBOATHK HacTacEe
(DWMrMOBHe,xoTa 6161Aawe c HeKOTOPLIM
cK=ajiom'

(VI14 107). This

reflects Myshkin's discomfort and continuing uncertainty about how to
lies;
in
'icHME,
General's
their
to
the
earlier
encounter,
extravagant
respond
Hwuman cjiymaTi6 C HeKOTOPOIO
HeAoBepqHBocTbio'(ViEý 81), and on
several occasions tries gently to correct his version of events (vioý 81,109).

Nevertheless,he avoidsopenly underminingthe Generaland hides his
scepticismto the extent that despite the latter's obviously tenuous
relationshipto truth andthe everydayworld, Myshkin is preparedto take
him at his word.
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The Prince's decisionto trust GeneralIvolgin is a indication of his
compassion;like Kolia, he can seethe General's suffering, and wishes to
diminish it, in contrast with the other members of the family, who are
driven by shame and embarrassmentto try to contradict, or silence and
control him. Although compassion has been a mainstay of Myshkin's
narrativesfrom the beginningof Part I, it is only when he movesaway from
the Epanchinhouseand encountersmore of his own peoplethat the form of
this compassionbecomesevident. It is not simply a matter of his feeling
sorry for the humiliated and abused,or of defendingthem from attack by
others, although we see Myshkin acting on these impulses, particularly
when he preventsGania from hitting his sister(VM, 99). Nor is it just a case
of attemptingto changethe attitudesof others,exceptby example,ashe did
in the story of Marie.
While these points play a significant role, the active expressionof
the Prince's compassionis to be found rather in his humility and selfeffacement.The other charactersin the novel are primarily concernedwith
assertingtheir own T, as is evinced not only by Nastas'ia Filippovna's
melodramaticplay-acting,which is designedto attract and sustainattention,
but also by the fact that all the storiestold by the rest of the protagonistsin
Part I (General Ivolgin and the participants in the petit-jeu at Nastas'ia's
birthday party) have the self as their subject and promotion of the self.
image as their basis. Myshkin's narratives,in contrast, have the other as
their subject,and althoughthe hero plays a role in his own stories,it is only
in terms of his responseto the suffering of others. When he moves from
narrativeto action, the sameprinciple is at work; for much of this sectionof
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the novel, he is a silent bystander or listener, allowing others to assert their
T

and participating only when that T

is threatened. By listening to

General Ivolgin, saving Varvara from her brother's slap, and encouraging
Nastas'ia Filippovna to forge an identity for herself, rather than submitting
to others' views of her, the Prince champions the T of others when it is
under attack. His actions are constantly aimed at restoring face to the other
37
defacement
As Belopol'skii asserts, 'emy COBepuieHHO
or avoiding their
.
,q3w

3roH3m'

.

38

Myshkin applies this principle in response to any suffering or even
does
he
Gania's
he
in
that
slap,
not
only
potential suffering
sees; accepting
prevent Varvara from experiencing pain (both physical and emotional),
he
in
family
but
breakdown
finther
also
relations,
would
cause
which
a
takes on Gania's shame for his base action: '3a"LIJI pyKamHmwo, oToluen
B YrOJI, CTWI JMOM

X CTeHe, H rIpepLIBWODIRMCA

rOJIOCOM rWrOBOPHJI:

-

0, KaK Bbi 6y; IeTe C17AAIMCACBoero nocTyniKal' (VIU, 99). Furthermore,
having already perceived Nastas'ia Filippovna's suffering by examining
her photograph, he takes on the role of the servant she assumes him to be
(vIH, 86-87), immediately signalling to her his willingness to deny his own
39
kenoSiS.
in
in
Again he
self order to help her assert hers, a voluntary act of
deems his own position to be secondary, and allows others to direct events
and project their own scripts.

37Johnson,'Face of the Other', pp. 871-74.
38Dostoevskii,p. 71.
39SeeWebster,'Kenotic Holiness', pp. 199-99,213.
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As discussedabove (pp. 142-44),the denial of the T by others is
the root of much, perhapsall suffering and, as we see in Raskol'nikov's
Napoleon theory, Shiplev's revolutionary plan and the Grand Inquisitor's
twisted version of love, lies at the root of the anthill theory, which reduces
the mass of humanity to slavery and otherness.An active responseto
reversethis process,negating one's own T for the benefit of the other,
thereforelies at the heart of ethical life, which Myshkin tries to emulate.
Fridlender statesthat, 'llo6eAa HpaBcTBeHHoro HaqajiaB03MOXWO, C
T09XH 3peHHq RocToeBcKoro,

imm

nyTem

oTKa3a OT CBoerl RHqHocTI4,
((cmHpeHHA)), no; xaBjieHHA

oTKa3a OT ((rOp; (OCTH)), riyTem camooTpeqeHHA,
((njioTH)>'.
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This is clearly linked to Dostoevskii'sthoughtsfrom his
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wife, 1864:
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Humility and its basis in dissolving the 'F for the sake of the other are
therefore the keys to compassionatebehaviour; by losing oneself in the
other, and erasingthe distinction between 'F and 'Thou, the suffering of
othersbecomesone's own. Furthermore,as denying oneself for the sakeof

40Realim Dostoevskogo(Leningrad:Nauka, 1964), 251.
p.
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the other is so dffficult and contrary to the ego's normal impulses, to take
this path, as Myshkin does, involves great self-sacrifice. In Zimnie zametki,
Dostoevskii

notes that, Tamowj%Hoe,

COBepujeHHoC03HaTejMHoeH

RHiceMHe npHwfAcAeHHoecamonowepnoBaime Bcero ce6A B TIOJ1163Y
Bcex
ecm6,

no-moemy,

rIpH3HaIC

BenHqaMnero

BojiH' (V, 79). Pustovoit

Bj6ico,qakmero CBo6oAm co6memofl
sacrifice

as

the

expression

pa3BHTHA

of

responsibility:

universal

camonoxcepTBOBaRKAB mHponoHHmaHHH gocToeBcxoro
HAeerl

BHH161 qejiOBeKa

H

Wfl4pep.

BoicpyrHBoo6meB

oTBeTcTBeHHocTH
41

ero

3a

JEH'CMOCTH,
sees self'HAeA

conpmmcaeTcA c

Bce ripoHcxoA=ee

Myshkin'scompassion
andhumility therefore

both originatein seeingthat he is not separatefrom other beingsand
intensifyhis ability to perceivethis fact; assertionof the T, althougha
naturaldesire,deniesone'sconnectionto the other,andthe heroattempts
to reversethis impulsein orderto re-establish
a senseof interconnectedness
and mutualresponsibilityfor the sufferingof others.Thusthe essenceof
the unconditionallove of Christfor all humanityis alsothe motivationfor
Myshkin's actions:

T106OBb

H

cocTpaAaHHe

6mDKHHx,ycTpaH=T 6apEepw,pa3'be;
oTBeTHyio

owpi6ma= emy cep;xua

jEMIOIIjHe

JIIO; XH,

MUM=

42

peawinoM06BH
H;jo6powejiaTejmcTBa'.

Moreover,Kinosita statesthat compassionand humility are more
thansimplythemesor character
traits:

41'Khristianskaiaobraznost' romanakhDostoevskogo',in Russkajaliteratura NX
v
veka i
khristianstvo,pp. 82-91 (p. 84).
42Belopol'skiL p. 72.
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Our investigationhas shownthat compassionlies at the heart of Myshkin's
in
deed.
His
informs
his
thought
and
seeing
and
response
notion
of
ethical
humility and self-effacementconstitutethe active expressionof his primary
have
in
'man
him
discover
the
to
a
man', and as such
motivation, allowing
in
involve
because
Idiot,
the
they
the
a
shift
of
major effect on
course
relationshipbetweenself and other.
In moving into the sphereof interaction,the hero projects his script
in several ways. Myshkin's originality, which, like Nastas'ia Filippovna's,
in itself suggeststhat he has a plot-defining script to offer, is a major source
of his ability to affect others and change their opinions of him. His unusual
and inappropriate narratives and unconventional behaviour, for example in
talking to the servant, attract the attention of others who, as we have noted,
is,
Miller
listening
He
Robin
Feuer
he
has
to.
that
as
see
a story worth
44
'crafty
states, a
narrator' ; in the literal sense,he is a master of his craft, as
his use of rhetoric and his ability to interest others demonstrate. He also
shows his willingness to play roles when he becomes a servant for

43Toniatie"krasoty"',p. 101.
44Author, Nwrator, wdReader, p. 187.
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Nastas'ia Filippovna and highlights his own inadequacyby calling himself
an idiot. The fact that other characters compare themselves, often
unfavourably, to Myshkin indicates that they perceive the fundamental
difference between themselvesand the Prince;45 he is original precisely
becauseof the lack of compassionand humility in others.
Furthermore, the charactersrespond to the hero's opennessand
in
him.
Aglaia,
by
discuss
trust
their
to
taboo
placing
subjects
readiness
despite her criticism of his ideas, confides in him about Gania's letter, as
interference
Prince
have
Gania
the
of
and
seen.
repeatedly accuses
we
telling tales and betrays his ignorance of the latter's true capabilities,
saying, V

HAROTITP-PO-MMIR, [ ... ]H paccKa3aTi6Himero He ymeeTV

(via, 75). However, after the scene with Nastasia Filippovna, he revises
his opinion completely with the words, 'H c tiero A B33mAaBeqa,WO B161
before
BBI
Hmor;
xa
He
3ameTAT',
;
xpyrHe
3ameqaeTe
qero
TO,
HAHOT!
proceeding to confess frankly to Myshkin his state of mind and the
situation he is in (vu4 102-104), again suggesting that he now perceives the
Prince's essentially honourable and trustworthy nature and is prepared to
dialogic
himself
hero's
In
the
this
the
we
see
essentially
way
mercy.
put
at
nature of scripting; having earlier established reading and narrating as
primary activities in the production of a script, we now see in the way
others respond to Myshkin by sharing their secrets with him and involving
him in their own dramas, which allows them to assert their own selfhood.

43SeeD. L. Sorkina, 'K voprosu o strukture kharakterov
v romaneF. M. Dostoevskogo
Idiot', in Ideinost' i masterstvopisateha. Uchenie zapiski, 67 (Tomsk: Tornskskii
gosudarstvennyiuniversitetý1967),pp. 109-122(p. I 10),
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The Prince's self-effacingscript is easyfor othersto adopt as it involves no
compromiseto their own impulseto self-assertion.
The pattern of characters initially doubting Myshkin (in some cases
before they have even seen him, as with Mrs Epanchina (via, 44-47))
before recognizing his positive qualities is repeated frequently. It is evident
in the fact that Nastas'ia Filippovna mistakes him for a servant, but also in
the reactions of minor figures. When the future heroine is introduced to the
hero, 'mmx6 3icHo ; xme yciEuman cjioBo (<HAnoT)>
npomerrraHHoe C3aAH
by
later,
but
(via,
89),
asking
ero, Ka*eTcx, (DepALELaeHKOR
B nO31CHeHHe'
Myshkin to draw lots and effectively act as referee for the pefit-jeu,
Ferdyshchenko acknowledges the Prince's honesty; he has no place in such
sordid games, and no bad story to tell. Later the same character suggests
that the hero will take Nastas'ia Filippovna (viiiý 138), perceiving that his
humility will prevent him from treating her as other men do. The fact that
so many of the characters change their opinion of Myshkin so soon after
meeting him not only suggests the strength of his good will

and

compassion, which appears to attract everyone, but also marks him out
from the other protagonists, who lack such qualities and are totally unused
to personalities and ideas like the Prince's, and at first do not know how to
react to such alien traits as honesty and openness. It further indicates that
Myshkin's scripting in the first part of the novel is largely successful, as he
does change the attitudes of others, if only temporarily in most cases.

However, overturningthe beliefs of othersand enablingthem to see
compassionatelyis only one side of his script, and the importance he
ascribesto its other main facet, establishinghis mission to saveNastas'ia
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Filippovna, is evident in his insistence on going to her birthday party
uninvited, and the desperationhe betrays by enlisting General Ivolgin's
help, implying a determinationto put his script into action. Seekingout and
protectingthe fallen womanis the active mission which gives him his place
in life, and allows him to fulfil his ideas on compassionand humility.
Failure to act on this impulsewould underminehis entire raison Xgtre.
By involving himself in the fate of Nastasia Filippovna and
proposingmarriageto her, Prince Myshkin activateshis script, basedon the
motivating principles he outlined in the early chaptersof the novel, and his
interceptionin her affairs provesto be crucial for the novel and all the main
characters.Having correctly seenthat she is playing a role and is 'not like
that' (VHL99), the hero has alreadydemonstratedhis trustworthy and nonjudgementalnatureto his new-foundheroine.Shein return puts her faith in
him, asking him whether she should marry Gania, and abiding by his
decision (VIEý130),thereby giving him a significant role in her script. This
indicates the multi-dimensional and interactive nature of scripting, in its
expectationof and dependenceon a compatible script from others.We do
not know, of course, what Nastas'ia Filippovna would have done if
Myshkin had given a different answer; in any case,it appearscertain that
shechosethe Prince to makethis decisionpreciselybecauseof his honesty
and perception,as it is abundantlyevident that he is unlikely to endorsea
marriagebasedon dishonesty,coercion and material gain. His responseto
her questionshowsthat he is a good choice and a worthy champion of the
heroine's cause,and suggeststhat she asked him the question to test his
worthinessand suitability for a key role in her script.
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The confirmation that he hasa part to play in Nastas'iaFilippovna's
life encouragesMyshkin to raisethe stakes,to proposenot simply marriage
but a new script for her in line with his own: 'A BacýiecTtiyio6epy, [ ]a
...
He poroxmHcKyio'(viu, 138). When he then mentions his inheritancefor
the first time, the proposal ceasesto be a ridiculous idea, and it becomes
heroine
in
it
long-lost
hope
the
that
to
salvation
and an
appeals
a
of
clear
alternativescript whereher shameis erasedand her dignity and self-respect
46
restored.
The Prince commandsthe attentionof Nastas'iaFilippovna not only

by appealingto her desirefor salvationand respect,but also throughhis
for
dramatic.
Having
the
curiously
silent
much of the
remained
senseof
he
be
his
determination
to
showseffectiveuse of
present,
party, given
timing to maximizethe impactof his dramaticrevelationson the other
his
have
We
alreadyseen expertemploymentof rhetorical
protagonists.
devicesto heighteninterestin his storiesand,as he movesinto action,he
by
first
in
demonstrates
proposingmarriage,then
equalskill performance;
breakingthe newsof his inheritance(aboutwhichhe hasknownall day)at
this crucialjuncture,Myshkin ensuresabsoluteattentionon himself as a
potentialpartnerandalternativedirectionfor Nastas'iaFilippovna.
However,the attentionthe herohasto drawto himselfin orderto
presenthis scriptalsohighlightsthe paradoxicalnatureof his involvement
in the scriptingprocess.We haveexaminedthe centralityof assertingthe
T asa primaryimpulseto scripting,andseenin the previouschapterthat

46Seechapter 1, p. 85.
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Nastas'ia Filippovna vigorously defends her loophole in order to avoid
his
herself.
last
In
by
the
the
word about
other and retain
objectification
feuilleton of 15 June 1847, Dostoevskii described the importance of man's
self-expression
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for the writer from the beginning of his career.

Myshkin, in contrast,has as his basic script, in both ideological and
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in
his
impulse:
script
the
everything
opposite
practical terms, precisely
47
directed away from himself and towards the other. Not only is his
his
but
face
inspired
by
the
the
more significantly,
other,
of
compassion
humility exists solely in terms of its orientation towardsthe other, and thus
demandsthe suppressionof his own T. It is perhapsfor this reasonthat
Mystildn's shame when he has finished telling a story is mentioned;
he
draws
fact
focus
his
the
that
the
other,
very
on
narratives
although
his
in
himself
telling
the
attempts at selfto
undermines
attention
fallen
Nastas'ia
Filippovna
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his
In
to
save
script,
main active
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from both her abusersand her own guilt, the Prince takes secondposition;
loophole
her
to
try
does
he
or
the
attack
not
other protagonists,
unlike
her
he
Instead,
his
to
force
follow
her
to
appeals
simply
path.
control or
better nature,proposeshis script as an alternativeand waits for her to come
to him (which, over the course of the novel, she does more than once).

47Berdiaevnotesthis movementtowardsthe other in Myshkin's actions,Mirosotzertsanle
Dostoevskago(Paris: YMCA, 1968),p. 40.
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Morson and Emerson are therefore wrong to suggest that Myshkin's
benevolencemonologizesothers;48even his questionto the heroine, 'pa3Be
BbI maA' (VIiI, 99), is entirely open and unfinalizing, giving Nastas'ia
Filippovna the opportunity to supply her own self-definition and control the
direction of her life.
Therefore Myshkin, whilst adhering to the main features of the
scripting process, also turns it on its head to produce his saintly script,
which allows others to take control of the course of events and is aimed not
is
his
but
He
'I'
to
theirs.
assert
others
at asserting
own
at allowing
generally disinclined to contradict others when they classify or objectify
him, and even when he confronts Gania over the latter's accusation of
interference and idiocy, he couches his objection in terms which do not
negate the criticism

completely: 4A npenie

6bin TaK
; xer4cTBHTeJILHo

HAHOT;HOTenepr. x AaBHOyxce
He3AOPOB,
'qTOHB camomAeiie 6hM rIO11TH
HenpHATHo,icorAa meHAHa3mBaioT
H noTomy mHeHeCKOJILKO
Bb13;
XOpOBeJ1,
13rna3a' (VIU, 75). By recalling his own (past) idiocy, and not
HAHOTOM
denying this appellation forcefully when it is used by others, not only does
Myshkin not defend his loophole, but he also gives the other characters a
point at which to attack it themselves. It is therefore significant that
Dostoevskii chose the label 'Idiot' for the title of the novel, and indeed
repeatedly mentions a character called 'Idiot'

from the beginning of the

notebooks (ix, 141 and passim), long before he had a fixed idea of the
shape or content of the overall work, or even of the personality of the hero.

49Prosaics, p. 467.
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Furthermore,the final sentenceof the main body of the novel reinforcesthe
definition of Myshkin as an idiot by another:
14eciiH6161
camIUHeRAepxBHjicq Tenepr,H3 lHBeAixapHHB3rnAHyTE,
OH,
yqeHHKa
H
iriaiwewa,
TO
H
npHrIOMMHHB
TO
6bmiuero
CBoero
COCTOAHHe, B KOTOPOm 6bIBaiiHHorAaYHA3bB
nepBi6irlro;
x
newHHA
6161
6m,
CBoero B lHBerwapHH,
pyKOR
Hcjca3au icaK
maxHyji Tenepi,
((14AHOTI)) (VIH,507).
TorAa,

Ha

As both the title of the novel and its final word on the hero as an active
lack
desire
Myshkin's
'Idiot'
to
thus
of
participant,
standsas a symbol of
defend
his
his
his
loophole,
'I'
also
attempts
and
and
consequently
of
assert
to allow others to define their 'I'. The Prince's self-effacing saintly
scripting is thereforehis defining characteristicand the central principle of
the novel. It both influencesthe narrativein terms of the direction in which
his actions take the novel, as he is the focus of attention for the other
protagonistsas well as for Idiot as a whole, and provides tension in its
challengeto the self-assertionof the other characters,as they too fight for
control of their lives and the narrative.

IH: THE FOUNDATIONS OF MYSHNIN9S SCRIff IN MERIENCE

It is not until early in Part II of the novel that the readerwitnessesthe true
origin of the Prince's underlying ideology, when his thoughts about his
experienceof epilepsy are revealed before his fit. The chapter in which
Myshkin wandersround St Petersburgis not only one of the most vivid and
evocative in the novel, but also has the quality of an internal narrative,
which expandsand explicatesthe themesof his storiesfrom Part I.
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Initially the hero concentrateson the changein his sensationsand
the feeling of completenessand understandinghe experiences:
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The alterationin perceptionexperiencedby Myshkin before the onsetof his
his
As
is
key
his
to
the
with
vision of the waterfall
attack
entire worldview.
and the place where earth and sky meet, the preludeto his fit demonstrates
his accessto a higher reality and the possibility of true clarity, with regard
to both the self and the nature of existence.His heightened awareness
recalls the different temporal perspectivehe introduced while discussing
the thoughts of condemnedmen; the idea of counting every second and
experiencingthe full value of life when it is under threat, describedin his
storiesin Part 1,has clearly arisenin the hero's mind as a result of his own
illness, and accountsfor his refusal to deny his belief that it is possibleto
live in this way (vm, 53). Moreover, the fact that the characteristicfalling
and loss of consciousnessassociatedwith the fit signify an imitatio mori
suggestsan additional link between Myshkin's epilepsy and the death
sentenceas, in his attacks, he has repeatedlyundergonea pre-death-like
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by Myshkin's epilepsyunitesthe themesof death,reprieveand resurrection
in the novel.50
The connectionbetweenMyshkin's overall philosophy of life and
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implyingthathis vision,while beinga personalarticleof faith, lies beyond
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49 Freud states that such attacks 'signify an identification with a dead person, in
'Dostoevsky and Parricide', in Dostoevsky:A Collection of Critical &Ws, ed. by Ren6
Wellek (EnglewoodCliffs, NJ: PrenticeHall, 1962),pp. 98-111 (p. 102).
soBetweenRrth and Heaven: Shakespeare,Dostoevskyand the Meaning of Christian
7ýqgedy(New York: Holt, Rinehartand Winston, 1969),p. 170.
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6o,IbUte ne 6yoem. Bepo=o, [ ] 3To Ta xce camaAceqima, B
...
onponmyBuMACA
KYBUB4H C BOAOR,
He
icoTopyio ycrieji npojiHTj6cA
3nime=n MaromeTa,ycneBuiero,O; XHaKo, B Ty camyioceKyHAy
(VIH,
0603PM Bcexaumwa AimaxOB]61
189,author's emphasis).
As well as linking his own idea of a higher reality to faith in general, the
Prince in both cases describes a different temporal dimension, as he did in
his narratives about the death sentence.The story of Mohammed is relevant
not only because it connects the hero with another spiritual epileptic, but
also because it suggests that in this moment of heightened awareness, the
whole of life ('Bce xGmHiua AimaxoBii)

can be seen simultaneously. The

from
hero's
impulse
fixes
Revelation
the
the
origin
of
quotation
re-creative
in his epilepsy, and gives a clear indication of the meaning of this altered
perception of reality, as the Apocalypse both contains great horror and
heralds the end of suffering: 'and there shall be no more death, neither
sorrow, nor crying, neither shall there be any more pain; for the former
51
things are passed away'. The pain that is the result of man's fall in
Genesis is erased at the end of the New Testament through Christ's
compassion, and the fact that Myshkin is also inspired to look beyond time
to end the suffering of others suggests an understanding of the true nature
of reality, originating in the first place in his epileptic aura. Thus it is not
only the access to a higher reality, but also the practical compassion that
arises as a result of the understanding of this-worldly

suffering which

causes the hero to think, 'Aa, 3a 3TOTmomeHTmox(HooT;xaThBOO)KH3HW
(vm, 188). It is for this reason that I call Myshkin's underlying ideology

31Revelation21.4.
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and its influence on his actions and his saintly scripting 'Compassionate
Realism', as the ethical counterpartof the 'Fantastic Realism' which also
52
in
direct
death.
originates the
apprehensionof
Morson is thereforewrong to connectthe Prince's attitude to his fit
to the diseaseof 'isolated presentness',in which 'the presentmay grow so
intense that it almost banishesboth memory and anticipation. Only now
53

matters'. He states,
Myshkin is well aware that such a temporality is also morally
dangerous. The 'highest' moment lies beyond good and evil,
inasmuch as good and evil depend on consequences.The infinite
for
inconsequential
[...
]
It
serves
presentrendersall other moments
[such characters] as yet another route to the idea that 'all is
do
Previous
and
vanish
anticipated
results
commitments
permitted'.
54
not Count.
Morson compares Myshkin's

attraction to epileptic time to Aleksei

Ivanovich's obsession with the 'moment of transformation' of gambling in
Igrok,

and the revolutionaries

in

Besy, who

are 'captivated

by

revolutionism', and 'attracted by a time when the past is abolished, when
in
infinitely
happen
an
can
anything

intensified present'. 55 However,

although Myshkin's fit is problematic, as we shall see, Morson ignores a
basic difference between these other cases and the Prince's, for in no way
56
does it lead to 'a neglect of daily life'. While in Igrok Aleksei loses all

sense of moral responsibility, even eventually for Polina, under the

52Seep. 166 above.
53Narrative and Freedom,p. 201.
34Narra,IiVe Vd F reedo p. 202.
m,
55Narrative andFreedom, pp. 203-5.
56Narrative andfreedom, p. 205.
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influence of gambling, and attends to no other aspect of his (or anyone
else's) life, Myshkin has a quest in his daily life, to help the other achieve
selfhood and, rather than destroying his sense of responsibility, the moment
before his fit, like the analogous moment before death, actually engenders
for the Prince a full realization of the consequences of human actions
through recognition of the interconnectedness of all the causal conditions of
human life. Far from isolating Myshkin from the present, epileptic time
reinforces the importance of now, of experiencing every second, not only in
the responsibility which underlies moral choice, but also in the fact that
in
interactive
in
in
Bakhtinian
is
the
terms
only
events
selfhood
achieved
57
present.

The characteristicpatternof epilepsy,with mounting tensionand its
sudden release,is evident in the climax of the scenewhen, at the very
falls
into a fit; it is this which
Myshkin
the
moment of
murder attempt,

57 The idea of presentnessdeveloped in Idiot has parallels with Buddhist meditation
techniques,in which moment-to-momentawarenessof presentnessis used to develop
understandingof dependentorigination and the interconnectedness
of a beings, and to
erode the distinction of self and other; the original discourse of the Buddha detailing
practical instructions for the foundations of mindfulness through meditation techniques,
the Satipatduina sutta, can be found on the website 'Access to Insight: Readings in
html> (14
TheravadaBuddhism', <http://www. accesstoinsight.
org/canon/majjhima/index.
June 2001). For further implications of the links between these issues, see Sogyal
Rinpoche, 7he Tibetan Book of Living and Dying, ed. by Patrick Gaffney and Andrew
Harvey (London: Rider, 1998), pp. 14-117.Three articles have linked Dostoevskii with
Buddhism; Irina Kirk, 'Buddhistic Elements in The 1&ot', Studia Slavica Academiae
Scientiarum Hunga?lcae, 18.1-2 (1972), 77-84, traces the similarities between Myshkin
and Siddartha Gautama (the Buddha); Michael Futrell, 'Buddhism and The Brothers
Karamazov', Dostoevsky Studies, 2 (1981), 155-162, examines the figure of Alesha
Karamazov in relation to the Bodhisattva ideal of universal compassion; and G.
Pornerants,'Knjaz' Myshkin', Sintaksis,9 (1981), 112-66,relatesthe Prince's vision at the
waterfall to Zen art and philosophy (p. 153). The concept of presentnessin Idiot as it
relatesto Buddhist thinking would also appearto be a fiuitful areafor future study but is,
alas,outsidethe scopeof the currentresearch.
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saveshim from Rogozhin's knife. However this dynamic is apparentnot
during
his
bouts of illness; asDalton points out,
only
the novel also shows this 'epileptic' pattern in its larger structure:
the action seems to progress unevenly, in waves of tension that
in
burst
gather and
climactic scenes of spectacular emotional
depleted
for
leaving
the
the
and
of
novel
energy
narrative
violence,
begins
directionless,
to
tension
time
of
a
wave
a
until
new
58

accumulate.

Catteaualso statesthat Dostoevskii used his epilepsy as part of a 'bolder
in
is
by
Dostoevskii's
the
that
marked
style
novel
orchestration',and notes
59
impetus'.
&aviolent and convulsive
If we examinethe major crowd scenesin the novel, especiallythose
featuring Nastas'ia Filippovna in Part I, where emotional conflict is
heightenedto the point of hysteria, we see that it is through Myshkin's
is
By
Gania's
tension
the
that
released.
accepting
slap
actions
and
words
and questioningthe heroine's behaviourat the Ivolgins', and by proposing
in
his
inheritance
the following scene,the
of
marriageand revealingnews
Prince diffuses the tension through his unexpected,conciliatory reactions,
his humility and openness,which break the cycle of mistrust and abuse,
harmonious.
The
interrelations
human
to
the
to
and
normal
return
allowing
from
Rogozhin
perpetratinga great crime
epileptic pattern which prevents
is also employed by the hero to avert other conflicts, and in this way he
uses his saintly script to impose control over the text and the other
characters.While Nastas'iaFilippovna exertscontrol through melodramatic

5" UnconsciousStmaure, p. 124.
59Processof Literary Creation, pp. 123,130.
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meanswhich intensify oppositions,charging the atmospherewith conflict
and aggression,Myshkin's gentle version of control, originating like his
vision of a higher reality in his epilepsy, removes aggression and
opposition, projecting a senseof calm onto scenespreviously defined by
hysteria and tension, as well as introducing an alternative model of
behaviour.Gania's suddenvolte-face with regardto the hero after the first
scene (VIII, 101-6) illustrates the potential of Myshkin's actions, arising
from his illness, to changepeople for the better, if only temporarily. Not
only doesthe Prince's entire philosophy of life originate in his illness, but
he is also able to use the structure it provides to inhibit the aberrant
behaviour of the protagonists; at the Epanchins' soirde, his epilepsy
intervenesto halt his own inappropriateactions. It is this dynamic which
defines the peaksand troughs of emotional tension which characterizethe
structuringof the novel.
The passagediscussedabove containing Myshkin's thoughts about
the spiritually beneficial aspects of his experience of epilepsy (pp. 200-20 1)
is also significant in that it marks a shift in the Prince's ideas, as he
concludes this train of thought, 'Aa, B MocxBe oHH qacTo cxoAHnHcE,c
PorOXMHbIMH rOBOPHJIH
3TOM.<(Poroxciiii; ýaBenacKa3aii, 4To
He o6 OAHOM
(via,
Gj6m
6paTom;
CKa3aii))'
ceroAHA
3TO
nepB16IA
pa3
OH
B
A
Toma emy
189). The fact that he has thought about this issue and discussed it
previously indicates that it is a meaningful part of his ideological make-up,
not merely a random preoccupation brought on by his illness.

More importantly, by recalling Rogozhin as a person,rather than as
a pair of eyes following him, for the first time since leaving his house,
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Myshkin turns from the general to the particular. Having mentally
examinedthe nature of his experience,he now moves on to think about
current events and the question of compassionin relation to Rogozhin's
treatment of Nastas'ia Filippovna, and how it differs from his own,
He
'Pa3Be
wondering,
ino6HT

ee

He

TaK,

qM

[
]
INxcajiocTH)>.
...
He

cBeTy
K
crioco6eH
B HeM

PoroX=

<(xcajiocTH>>? '

Haqano

HeT

3a

OH

Poro)KHH?

cocTpaAaHbA,

HeT

rOBOPHT,

((HRKaKor4

He

xHmrorl,- pa3Beyxc3To

'ITO

TaKorl

oxcanocTw>,

(VIEý 191). Although it seemsunlikely that

Rogozhinwill overcomehis cruel and morbid passionthroughreadinga
book,thePrinceis not merelyreturninghereto the aestheticprinciple;he is
fact
highlighting
the
that as an
the
and
compassion
of
also
mutualnature
basis
for
his
interdependent
it
a
sound
saintlyscripting.
process, provides
Rogozhin'sadmissionthat whenNastas'iaFilippovnasuggestedhe read
Solov'ev,

'B

nepBE. Irt

pa3

KaK

XWBOR

qejioBeK

B3AOXHYJI"

(VE9,179),

he is capableof responding,
indicatesthatif showncompassion,
andthathe
is in manywaysasmucha victim of the heroineas sheis of him, asaside
from this incidentshetreatshim with contemptandpersistentlydenieshim
the possibility of selfhood,,as we saw in chapter 1. Myshkin further
reiterateshis own feelingsand hopesfor both Nastas'iaFilippovnaand
Rogozhin:
3TY xceHiuHHy
rioqTH
A emy, IKHA310, jm6HT]6
cTpacniO
6eCleJIOBemiocT1610.
Hemiummo, nowH 616mo6Ei xcecToKocnio,
[
]y
[Poro)KHH]
Hero
orpoMHoecepile, KoTopoeMO)KeTCTpa)IaTh
...

KorAa

H cocTpaAaTi..

OH y3HaeT

icaicoe )KajiKoe cymeCTBO 3Ta
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HCTHHY

H

KorAa

rlOJIOYMHaA,
nOBpexcAeHHaq,

y6eAHTCA,
-

pa3Be

npexcHee, Bce myqeHHA CBOH? Pa3Be He
6paTom,
rIPOBHAeHHem?
CocTpaAaHHe
ee
cWoA,
pyrom,
craHeT
ocmbicim
K HayqHT
camoro Poro)KHHa. CocTpaAaHKe ecTh

He npOCTHT

OH

eg Tom
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moxceT6i6rrb,
(VIIII,191-92).
,qejlOBe,
qecTBa
H,

riiaBHeriUllirl

eýXHHeTBeHH16IR

3aKOH

6i6rmA

In this way, the hero demonstratesthe link between his compassion,his
active script to savethe fallen woman from her suffering, and the rest of his
visionHowever, the chapter leading up to his fit, in spite of, or perhaps
becauseof its centrality in establishingthe origin of Myshkin's vision and
the links between his ideas and his actions, also highlights a number of
his
ideology
hero's
the
which
undermine
underlying
problems regarding
development
have
the
of the
subsequent
on
a significant effect
script and
novel.
As in his earlier story of the man reprievedfrom the deathsentence,
but
horror
the
Prince
the
the
situation
of
concentrated
acknowledged
when
his
in
the
the
the
man
experienced,
perception
so
altered
potential of
on
faces
horror
'reprieves'
Myshkin
also
and darknessas an
own repeated
intrinsic part of his revelation of a higher reality. He rationalizes the
it
is
his
fact
his
that
the
a
and
consequence
of
vision
negative side of
illness:
KaKoe ; to
lqTO xce B TOM, qTo 3To 6ojie3HL?
peunm
OH
HaKOHeii.
HeHOPMaRLHoe, ecim camurl
Toro Aejio, WO 3TO Hanp=eHHe
H
oiu,,meHHA,
rIPHIlOMHHaeMaA
MHHYTa
pe3yjiE. TaT,
eciiH
PaCCMaTPHBaeMaA yWe
B161cLuerl cTeneHH
HeraAaHHoe

B 3; XOPOBOM COCT031HHH, OICa3EJBaeTCA B

rapmomerl,

; xoTojie

; xaeT Heciii6ixaHHoe

nyBCTBO ITOJIHOTBI, mepbi,

BocTopweHHoro
cmffe30M

KpacoTorl,

MOJIHTBeHHOrO
XW3HH? (VIII, 188).
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C

rlpHmHl)eHHA
CaMEJM

H
H

B161CUIHM

However, he does not deny the true ambiguity of his experience:
&Mymefflw,

;xyiueBHblrlmpaK,

HAHOTH3M

cTo3mH

npe;x

HHm

ApKHm
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3THX

(Muco-iarlum

riociieACTBHeM

MHHYT))9

(VIU,

188). The joy of

witnessingthe 'highersynthesis'andthe despairthat followsaretwo sides
of the samecoin; Murav seesthe internalcontradictionsof the epileptic
experience,its 'pro and contra', in her words,as being indicativeof its
60
indefinability.
Myshkin, however,feels that the
open-endedness
and
is worth the spiritual annihilationto
momentof light and understanding
whichit inevitablyleads.
The dark side of the Prince's vision exists not only on the
level in the questionof whetherhis ideologyis valid, given
metaphysical
the ambiguousnatureof its origins,but also on a practicallevel, as it
affectshis thoughtprocesses
aboutthe currentsituation.Againhis ideasin
theabstractareshownto underpinthemotivationfor his actions,but asthis
now concernsnegativeaspectsof thebasisof his vision,the consequences
areequallynegative.
Theconfusionandlack of concentration
evidentin Myshkinbefore
his fit pervade the entire chapter. His mind skips from one subject to
another ('Brlpoqem' is used six times on page 190 alone to indicate six
changes of direction),

and we are told,

'OH Man,

WO B raKoe

npeAnpHnaAo,qHoe BpemA OH 6i6iBaeTHeO6bMOBeHHOpacceAH H qacTo
Aawe cmeumaeT

iiipeAmenx

H alliia,

HanpAxceHHOrO BHHmaHHA' (vui,
move

quickly

Lebedev,

mixing

from

eciiH

187). We later witness

the Zhemarin

murder

the two issues into a single

60Holy Foolishness,
p. 83.
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A?
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JIe6e;jeBaI

rmeMAHHHK
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KaK 3TO CTPWHO...

:)THx

' (VU4190).

iuecTb

Given

his previous attentionto faces as the basis for his compassion,the
confusionbroughton by his epilepsyis potentiallydisastrous.
When Myshkin then turns to the questionof whetherRogozhin
would kill, the negative implications of his current state of mind become
clear, as his morbid preoccupationwith murderers(the ultimate deniersof
in
his
first
day
Although
Prince
the
others' selfhood) escalates.
suggestson
Russia that Rogozhin might kill Nastas'ia Filippovna, his suspiciousness
now is of a different order; and even though his rival does not deny the
probability of his killing the heroine, and provokesMyshkin's paranoiaby
following him, the damagecausedto the hero's vision by his participation
in Rogozhin's mind gamesis severe.On the one hand he mentally tries to
exoneratethe latter, but on the other, despitehis earlier promise not to do
so, and in the full knowledge that his opponent is following him, he
deliberatelyprovokesRogozhin's murderousjealousy by searchingfor the
murder weaponin a shop and going to the heroine's house,testing whether
the other man is following his own violent script which cuts him off from
his fellow men, or has acceptedMyshkin's compassionateand harmonious
alternative;it soonbecomesclear that the former is true.
The troubling nature of these semi-consciousthoughts and actions
for the Prince, and his anxiety that they are undermining his script and
adverselyaffecting his compassiontowards others, are apparentfrom the
beginningof the chapter:
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Emy
yegHHeHHii. xoTejioch6LITL
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H cepiine BonpocoB. «qTo

we, pme A
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BO Bcem gTom?» 60pM0TaR OH IIPO ce6e, HOtfM He
(VIH,
CBOHX
CAOB
CO3HaBaA
186).
In his provocation of Rogozhin, Myshkin not only sees his own complicity
in his rival's future crime, but also feels guilt at his failure to remain free of
judgement. In Part I of the novel, the hero is characterized by his refusal to
judge even the worst criminal. Now he assumes Rogozhin (as well as
Lebedev and his nephew) are guilty even before the event, and castigates
himself, 'He ripecTyruieHHe im, He Hff3ocTi6im c moerl cTopoHi6i TaK
' (VIII, 190).
w*m, qeCKR-OTKpOBeHHo
cAejiaTE, Taxoe npeAiTojio)KeHHe!
Nevertheless, although fully aware of his fault, he continues the quest to
prove his idea true. As judging the other entails objectifying them and
claiming for oneself the right to say the final word about them, it is entirely
opposed to Myshkin's ideal of giving dignity and respect to the other
through self-effacement and humility. The hero's final words before his fit,
MapýeH, He Bepio!..' (vni, 195) signal the irreconcilable nature of the two
sides of his epilepsy. He can neither believe nor not believe; his
compassion and knowledge of the other's suffering prevents him from
acknowledging the crime even as it is being committed, while the loss of
his essential trusting nature brought on by his illness induces him to
participate in the very planning of the crime. The breakdown in the Prince's
humility, which causes him to suspect and judge others, compromises his
compassion and therefore his entire being. In comparison with the
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standardsof non-judgementhe set for himself in Part 1, he has suffered a
fall from grace.
The ambivalent nature of Myshkin's revelation is paralleled in
changes that we see in his behaviour from the beginning of Part II,
before
his
he
that
the
experiences
and
paranoia
suggesting
suspiciousness
fit do not denote a momentarylapse of purity causedby the onset of his
illness, but a definite and consistent change in his personality which
radically and permanentlyaltersthe tenor of the novel.
We immediately becomeaware of the difference in Myshkin from
'BCd

Part 1, as his appearancehas changed:
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159). By adopting new, fashionableattire, as Slattery points out, Myshkin
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61Rmtastic Prince, p. 79.

to the temporality

of Russian

'icaK 661

60ACh

life. 61 In

in his early
is still
'0,

living
y meHA

On his return

noTePAT6 BpemA Him

212
He 3acTaTi6

icoro-To

Aoma'(vm, 159),suggestingthat his own relationto

62

time haschanged.
Furthermore, his conversation with Lebedev shows us that, in
contrastto his former nalvetd,Myshkin is now fully awarewhen someone
is trying to deceivehim. His impatiencewith Lebedev's gamesis evident,
latter's
in
is
forceful
he
the
through
and
more
and uncompromising cutting
he
for
in
than
the
to
situation
was,
constantevasions order ascertain current
example,with GeneralIvolgin in Part I: Tbuzymaini, tITOA H3moerirjiymH
rIO Bainemy nepBOMY yBegomjieHMO, H HanHCaJIHARA
He rIO9161MYCb
iBaeTe'
COBecTK.AA BOTH iipHexaji. Hy, nojiHoTe, He o6maHi.,
OTqHCTICH
(Vný 166). From a worldly point of view, the hero is a more integrated
human being, and is able to cope with the ambiguities of life far better than
in
fit,
in
in
his
the
and
subsequent
events
previously, although as we see
behaviour
the
this
towards
of
of the other protagonists
norms
novel,
move
has serious implications for Myshkin's entire ideology and the saintly
has
Prince's
fact
it
The
the
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that
attitude
others
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scripting
from
departure
'Bi6LxoAq,
by
his
Lebedev's:
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abrupt
changed emphasized
OH 3aGj6mAaxce cKa3an oripouxafte>), ;Iaxe rojiOBY He KHBHYJI,RTO
HeCOBmecTHo 6mno

C

Mecnioio

Jle6e;xeBy
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169).
(VIU,
BHHmaTenLHOCThIO
ICRA3A'

BexciHBOCThIO H

open-hearted friendliness

towards all has been abandoned for the sake of expediency, suggesting that
his guiding principles the foundations of his saintly scripting - have been
fundamentally undermined. Whereas earlier he ceded control to others and

62See Slattery, Fantastic Prince,
p. 79.
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participatedin their attemptsto asserttheir T, he is now impatient with the
other and anxiousto keepcontrol of the situationhimself
Myshkin's ability to communicateand teach is also damaged.We
have seen the strength of his narratives in outlining his worldview and
shapingothers' opinions of him in Part I of the novel. However, it soon
becomesclear in Part H that he is now deprivedof that power. Although in
the four storieshe tells Rogozhinhe is trying, as in his previousnarratives,
to say somethingabouthumannatureand faith, thesestoriesare remarkable
not for the clarity of Myshkin's vision, but for the inappropriateresponseof
the listener:
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(VIII, 183).
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As William Jamesstates,'there is no worse lie than a truth misunderstood
by those who hear itt. 63When Rogozhin identifies with the man who sold
his Christ and the murderer, and acts on both these impulses,we witness
the negativeconsequences
of a mis-directednarrativeand the failure of the
other to take up the role allocated by a particular script. As scripting is
mutual and interactive, the wrong attitude of another can have dire
The Princetells the storiesin order to openRogozhin's heart
consequences.
to the possibility of a new life, as part of his mission to rehabilitate both

63ReligiousExperience,p. 355.

214
Nastas'ia Filippovna and his opponent. His stories attempt to inspire a
senseof compassionby emphasizingthe interconnectionsbetweenpeople
suggestingthat the drunken soldier who sold his crossis the husbandof the
64
Feuer
Miller
Robin
notes. However, Rogozhin reflects
young mother, as
on precisely the wrong aspectsfor Myshkin's purpose,indicating that in
contrastto his earlier perspicacity,the Prince on this occasionmisreadthe
situation and the personality and intentions of his interlocutor. For a
characterwho has placed so much emphasison seeingas the first step to
faculty
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disastrous,
humility,
disappearance
this
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and
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difficulty
implies
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that
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who
protagonists,
other
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how
look,
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to
Myshkin,
the
can
who
outsider
seeing,and
wise
hasnarrowed.
We also witness a decline in Myshkin's ability to influence others
for the better and gain their trust. In Part I of the novel, we see the
Epanchins (in particular Aglaia), Rogozhin, Nastas'ia Filippovna, Kolia
in
him
Prince
Gania
their
trust
to
the
place
and
as a result of
and even
warm
his expression of the ideal in narrative and action. Now Rogozhin's
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bero's
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the
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of
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unwillingnessto trust Myshkin or accepthis script:
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" In 'Dostoevskii's Parables: Paradox and Plot', in Cultural Discontinuity
and
Reconstruction: the Byzanto-Slav heritage and the creation of a Russian national
literature in the nineteenthcentury, ed. by JosteinBortnes and Ingunn Lunde (Oslo: Solum
forlag, 1997),pp. 168-184(p. 175).
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a new pattern of behaviour, signifying a deterioration in the positive
personalityand actionsof Myshkin.
The roots of this alteration are twofold, and both are to be found in
the missingsix monthsbetweenPartsI and II. The first is raisedin the final
sceneof Part L but only exerts its influence during the extendedabsence
and, like his new relation to temporality, is signalled by his fashionable
new clothes:the Prince's inheritanceis in large part responsiblefor his fall
from grace. The purity of his intentions (and therefore his actions) is
immediatelyunderminedby his newly-acquiredwealth, as we seewhen he
effectively joins in the bidding for Nastas'ia Filippovna; althoughtrying to
free her from the shame of being bought and sold, he does so by also
offering her riches. Perhapsmost importantly, the money brings Myshkin
into contactwith the material world. On receiving his inheritance,Myshkin
ceasesto be an outsider. As the novel develops, he is surrounded by
mercenaryhangers-onand false claimantson the one hand,and membersof
high society for whom money signifies substanceand respectabilityon the
other, while the attention he receiveswhen he announceshis inheritanceis
contraryto his practiceof humility and self-effacement.
The hero's awarenessthat he hasbeencompromisedby his relations
with other people is shown shortly before his fit, when he wishes for the
first of severaltimes that he was completelyalone and far away (VIH, 186);
he recognizesthat althoughthe other is neededfor self-affirmation, his lost
from society has renderedhim ineffective andjeopardizedhis
separateness
mission. This also signalsthe paradoxicalnatureof humanrelations,as the
need for the other to participate in the event of being is constantly at risk
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from the assertionof power and rights, which lead to denial of others'
selfhood. The possibility of the ideal self-other relationship raised by
Myshkin's saintly scripting in Part I of Idiot is thereforeunderminedby the
dangersof the conflicts that characterizeinterhumanrelations in the world
of the novel.
The secondorigin of the changein Myshkin lies in the substanceof
the 'absentcentre' of the novel: the interactionbetweenthe hero, Nastas'ia
Filippovna and Rogozhin in the six-month gap which follows Part I. The
by
is
these
critics; Turner
often
overlooked
missing months
significanceof
in
between
II,
Parts
I
happens
the
the
and
gap
of
evidence what
examines
but does not address the issue of why the novel was written in this
fashion65Danow examinesthe role of absenceand lack of communication
.
in Idiot, particularly in the depiction of Nastas'ia Filippovna, but does not
66

However,
look
the
the
to
month
gap.
six
when the
extend
subject
at
temporal arrangementof the novel is considered,this gap has to be of
central importance, as it covers the entire course of the relationship
between the three main protagonists,Myshkin, Rogozhin and Nastas'ia
Filippovna. As Fridlender states, 'o co6biTHAx,HmeBIUHX
rOBOPHT
BpemA,aBTop
iKaKOlr4 3TO

JIME6

Heo6xo; lHmo

6erjio -

; tnA

oHH xapaKTePH3MTCA

oTHouieHHM,

noHHmaHHA
67

mexcAy repOAMH K Haqany BToporl qacTH' .
structure,

meCTO

B TOR

B 3TO

mepe,

B

CJIOWMUIHXCA

If we look at the external

Part I takes place over a single day, setting the scene, and

65'BetweenPart I and Part H of The Idiot', SEEP,65,4 (1987), 517-36.
66Dialogic Sign, pp. 55-68.
67'Roman Mol', p. 204.
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introducing the characters,but the central relationship of the three main
charactersis only definitively establishedat the end of that day, at Nastas'ia
Filippovna's birthday party, with the hero's proposal of marriage and
Rogozhin's successfulbid for her.
We turn the page to begin Part H expecting to read about the
continuing adventuresof our three protagonists,only to be told that this
information is not available, even to the narrator whom we thought to be
omniscient.We are given vague details of scandals,affairs and crises,but
never shownthe more detailedpicture, despiteoccasionalreferencesto this
period throughout the remainder of the novel. As Part II develops, sub-plots
take centre-stage, and Myshkin has little chance to see Rogozhin or
Nastas'ia Filippovna, and even less chance to talk to them. However, the
reader remains aware that the absent relationship between these three
continues to occupy the central Plot-line, which is confirmed as the
denouement refocuses attention on them. As Dostoevskii wrote to his niece
in October 1868, '; w pa3BA3KHpomaHanoqTH K rmcajicA H 3aAyMaH6E.LTi
BecE,pomaH' (xxvaii,

318).

The readeris placed in the rather bizarre position of trying to make

involving a triad of relationshipsthat havenever
senseof a denouement
beenaddressed
directly,andhavebeencompletelysidelinedfor over half
the novel. In these circumstances,the missing six months gain in
significance,as they encompassthe whole period of the relationship
betweenthe threeprotagonists.
As Danowremarks,'what the readeris not
shown[... ] countsfor asmuchin the total aestheticanddramaticeffectas
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what is madepart of his purview'. Without knowing what occurredin this
absentsection,we can have only the haziest impressionof the motives of
all three,and of what happensat the end of the novel. However, as the lines
of causationhave been erased,we have to find other meansof coming to
this understanding.
While this lack of information disconcertsthe reader,there are also
four major changesto the texture of Idiot after the gap betweenPartsI and
11.When the story resumesin Part IL it feels almost like a different novel,
emphasizingthe significanceof the missing months. Frank commentsthat
'the first part of The Idiot was conceivedand written as a self-contained
69
independent
be
best
novella'. The
read as an
unity and perhaps may
temporal movement of the novel alters, the position and reliability of the
narrator changes,the story takes a whole new direction, and the characters
of all three major protagonistsin this central triangle are in many ways
different. As all thesechangesoccur either immediatelyor shortly after the
70
is
six-month gap,this evidently their point of origin.
As well as the difference we note in Myshkin's characterwhen he
returns to St Petersburg,there is also evidenceof a change in Rogozhin.
Lord refersto it, and Hollander mentionsthat he is no longer susceptibleto
Myshkin's light, as he once was, but otherwise this feature is rarely
71
However, it is immediately presentedto the readerat the start
addressed
.

" Dialogic Sign, p. 6 1.
69TheMiraculous Years,p. 325.
70The temporaland narrationalchangeswill be examinedin
chapter3, pp. 32845.
71LordýE&Ws andPerspectives,p. 98; Hollander, 'Apocalyptic Framework', 136.
p.

220
of Part II, as both the reader and Myshkin see the 'cTpaHHi6irI,rop3MHA
B3rJ= T116HX-TO
ABYX VIM, B TOMTe' (VM, 158). The intensely physical
presence of Rogozhin in Part I, when he twice bursts on the scene
surrounded by a crowd, creating the maximum noise and attention, is
replaced by a wraith, a shadowy figure in the park, the product of a dream
or hallucination. None of the characters he threatens, Myshkin, Ippolit, and
Nastas'ia Filippovna, are even sure whether he is actually there or not; the
otherness to which the heroine has reduced him seems to deprive him of all
humanity and even the concrete form of a living being. Having previously
been characterized by drunken and rowdy behaviour and surrounded by a
chaotic mob, he is now subdued and solitary, and the torment he is
suffering owing to his relationship with Nastas'ia Filippovna is apparent in
his description of their violent and damaging interactions before his attempt
on the Prince's life.

The darknessthat has descendedon Rogozhin is symbolizedin two
ways: firstly by the gloomy house with which he is now connected,its
oppressivehistory connectedwith religious sects and his father's avarice
intensifying the burden of his morbid passion;and secondlyby the painting
of the deadChrist containedwithin the house.The thematic significanceof
72
Holbein
discussed
has
been
the
thoroughly. However, its
painting

72See,for example,E. Gaede,'Lecture d'un Tableau:Le "Christ Mort" de Holbein dans
LUot de Dostoievski', Annalesde la Faculte desLettres et SciencesLuminaires de Nice,
41 (1981), 107-23; E. I. Marchenko, '"Strannaia kartina7 GansaGolbeina Mladshego v
romane F. DostoevskogoIdiot, in Stil' - obraz - vremia. Problemy istorij i teorij
iskusstva.Sbornik statei, ed. by M. N. Sokolov (Moscow: Akademiia khudozhestvSSSR,
1991), pp. 93-118; 1 Molnar, '"One's faith could be smashedby such a picture':
Interrelation of Word and Image (Icon) in Dostoevsky's Fiction: Holbein's "Christ in the
Tomb" in the Ideological and Compositional Structure of the novel Ae Idiot', Acta
Litteraria Academide Scientiarum Hungaricae, 32,34 (1990), 245-58; Julia Kristeva,
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structuralimportanceto the novel, arising from the characters'responsesto
it, has not beenaddressed.For all three participantsin the major emotional
triangle of the novel, the painting addressesand exemplifies issuesof major
in
Moscow between
they
time
the
spent
personalconcern,connectedwith
Parts I and II, and how that period changed their lives. Nastas'ia
Filippovna's suffering and eventualdeathare echoedin Holbein's depiction
by
her
being
is
impossibility
Myshkin, while
Christ,
the
resurrected
of
of
as
for Rogozhin,the painting both precipitateshis loss of faith and represents
destruction
his
it
lead
in
both
the
to,
terms
and
own
suffering
of
what can
he can bring to others.
The Gothic overtonesof Idiot are most sharply defined here, not
only in the threatening presenceof the Rogozhin residenceitself (which
Ippolit later describesas being 'nOXO)K
Ha KnaA6mme'(Vm, 338)), but also
in the fact that it holds such a terrifying and realistic representationof
death. The Holbein painting has an analogousfunction to the horrifying
wax model of a maggot-riddencorpse found at the Castle of Udolpho in
Ann Radcliffe's novel (which Dostoevskii knew from childhood, and
referredto in Bratia Karamazovy(xv, 158)); it is an object of terror at the
heart of a terrible place, simultaneouslya reminder of base deedsand an
inspiration to fixther evil. At a point when Myshkin's vision is being
he
has
by
his
illness
the
changes
undergone,
signs
of
undermined
and early
the intrusion of the Gothic providesan additional threat to the hero's entire

'Holbein'sDeadChrist',Zone,3 (1989),238-69;JeffreyMeyers,'HolbeinandAe Idiot',
Manchester
University
in PaintingandtheNovel(Manchester:
Press;
NewYork:Bames
'IvolginandHolbein',pp.208-10;
Muller,'Obraz
andNoble,1975),
pp.13647;Meerson,
Khrista',pp.378-80.

222
worldview, and as the melodramatic heroine Nastas'ia Filippovna also
reflects many Gothic characteristics,we suspectthat the darknessinherent
in this feature has played a major role in the changein the hero after the
six-month gap.
The hero cannotbear to look at the painting of Christ, as it presents
Christ as man, Christ as failure, Christ strippedof His divine attributesand
unableto overcomethe laws of nature,objectivized.in deathand deniedHis
73
ideal
usual meaningas an
model of selffiood. This forces him to confront
his own failure, or rather,on this first occasion,to avoid confronting it, as it
reflects his inability to fulfil his self-appointedmission to save the fallen
woman, Nastas'ia Filippovna, as well as the compromisingof the Christlike qualities he enjoyedwhen he first returnedto Russiafrom Switzerland.
Both the painting of the dead Christ and the changingpresentationof the
Prince show that what was thought to be eternal is in fact temporary and
finite. In the Holbein and in the confusion of his mind before his fit,
Myshkin facesall the issuesof how he has changed,what he has lost, and
wherehe hasfailed.
This leads to a conscious act of suppressionby Myshkin of the

eventsbetweenhis two visits to Petersburg,
as he attemptsto drawa line
underthe pastandleada morenormallife, ratherthanan unconscious
act
74
by
Dalton's
interpretation.
Elizabeth
The
of repression,as suggested
Holbein,in whichthePrince'sideologyis bothcrystallizedandquestioned,

73This aspectof the Holbein
will be discussedin relation to Ippolit in chapter3, pp. 29698 below.
74UnconsciousStructure,pp. 174-6.
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begins this process, and after the period of maximal uncertainty in the
novel, the changeof direction is completedby Myshkin's fit. The timing of
the attack is significant, as it introducesthe origin of his worldview in his
experienceafter having demonstratedthe 'superstructure'of his ideas and
actions it inspires. On the basis of his perceptive narratives and
hero
in
in
Part
I,
the
comes
across
an
compassionatenature and actions
extremelypositive light, but on his return to Petersburg,significant doubts
begin to appear.When these are then shown to be an inherent part of the
both
his
his
ideology,
his
philosophy
and
entire
experience underlying
is
the
the
of
novel
remainder
actions are compromised,and as a result,
characterizedby a shift in focus, with the darker side of Myshkin's vision
assertingitself more forcefully and graduallyweakeninghis ethical stance.
It is this which leadsto the lack of focus in the central sectionof the
having
ideal
his
losing
Myshkin,
abandonedhis mission,
and
novel;
sight of
is looking for a replacement,anothercausewhich will allow him to express
the ideal through ethical interaction.However, while he tries to ignore the
his
him
of
mission.
past,other charactersperpetuallyremind

IV: ROCKING THE FOUNDATIONS

After the first hints of an alterationin Myshkin's characterand behaviourin
the openingchaptersof Part H, the removal to Pavlovsk which follows his

fit constitutesa total changein directionwhich fundamentallyaltersthe
tenor of Idiot. As the action shifts, we find ourselvesin a different type of
novel altogether; the tension, pain and hysteria surrounding the central
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emotional triangle appears to have vanished, as Nastas'ia Filippovna
withdrawsto the backgroundand Myshkin, weakenedby his illness and the
pressureof the situation, seemsto have abandonedhis mission to saveher,
leaving the novel without a substantialplot to follow. As the narrative of
Idiot centreson the consciousnessof the Prince, when he 'loses the plot',
the novel also suffersa total loss of direction.
This is evident in the diffusion of the highly-chargedatmosphere
which characterizedthe secondhalf of Part I and the preludeto his fit at the
beginning of Part II, as in Pavlovsk he is no longer participating in the
painful internal conflict of Nastas'iaFilippovna. In keepingwith his means
damaging
in
I
Part
tension
to
the
self-other relations,
avoid
of reducing
himself
from
by
his
fit
does
Prince
the
the
cutting
off
contact
after
same
with the heroine. On this occasion,however,his action, although designed
primarily to keep the peace,appearsless positive, as it involves ignoring
the reality of the situation and the suffering of others. Furthermore,while
his role in the scandalscenesof Part I was to lessenthe tension,his attempt
to repeatthe processin Parts H and III paradoxically depriveshim of this
fundamentalrole and the possibility of setting an exampleto othersthrough
his actions.
In spite of the reduction in tensioncausedby Nastas'ia Filippovna's
disappearanceand the hero's decision to change direction and normalize
his life, there are still underlying threats to the situation, aside from the
heroine's occasional appearancesand their consequences(including a
possibleduel for Myshkin). Radomskii's uncle's suicide, the threat which
Rogozhin representsto Ippolit (as well as the persisting memory of his
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attempt to murder the hero), the ugly scene with the nihilists and the
apocalyptic atmosphere introduced by Lebedev's interpretation of
Revelation all create tension in the middle section of the novel,
balance
the
which Myshkin has established.
uneasy
undermining
Furthermore, the deterioration of Myshkin's positive attributes, and the
profound effect this hason the structureof the novel, becomeevident in the
crowd sceneswhich constitutethe major action of PartsH and HL
Both of the middle parts of Idiot after the move to Pavlovsk are
constructed around a single major scene, with all the main characters
except Nastas'ia Filippovna present in one episode or the other. In each
case,the focus of attention is a pair of narratives: 'Zhil na svete rytsar'
bednyi' and Keller's article in Part H, and Lebedev's interpretationof the
Apocalypse and story of

the cannibal, followed

by

Ippolit's

'Neobkhodimoe ob'iasnenie' in Part III. The themes of these narratives
75
have been widely discussed
; however, they also have enormous
significance for the structureof the novel, as indicators of the way it has
changedand of Myshldn's new position within the text.

75On the Pushkinpoem
seein particular Fiene, 'Pushkin's "Poor Knight"'; 1. L. Al'mi, '0
prevrashcheniiakhpushkinskogo"Zhil na sveterytsar' bednyi" v khudozhestvennommire
Dostoevskogo', in Stuzhet i vremia. Sbornik nauchnykh tmdov. K semidesiatiletiju
Georgda Vasil'evicha Krasnova, ed. by V. A. Viktorovich and others (Kolomna:
Kolomenskii pedagogicheskiiinstitut, 1991), pp. 131-134;V. A. Viktorovich, 'Pushkinskii
motiv v Mote F. M. Dostoevskogo', in Boldinskie chtenfla (Gor'kii: Volgo-Viatskoe
knizhnoe isdatel'stvo, 1980), pp. 126-136, and Viktorovich, 'Siuzhet i povestvovaniia';
Bethea,Shape of Apocalypse,Hollander, 'Apocalyptic Framework', and Leatherbarrow,
'Apocalyptic Imagery', on connectionswith the Book of Revelation; examinations of
Ippolit's confessionoccur in criticism on the Holbein painting cited above.(note 72, p.
222), but see also Bethea, pp. 97-99, and V. 1. Aripovskii, 'Obraz Ippolita v
kompozitsionnoi strukture romana F. M. Dostoevskogo Idiot', in Voprosy russkol
literatury, Vypusk3 (W. L'vovskogo universiteta,1966),pp. 41-46.
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In line with the norms establishedby the Prince's stories in Part I,
narrative continues to be the primary mode of expression for the
protagonists. However, it quickly becomes apparent that the move to
Pavlovskmarksthe end of Myshkin's centrality as an intradiegeticnarrator.
In broadterms this occursbecausehis vision of a higher reality, which is so
strong in Part L becomes less adequateto his more complex life and
relations to others following the traumatic events we do not witness in
Moscow. After the failure of his parables of faith to open the heart of
Rogozhin, he makes no further attempt to tell stories (except at the
Epanchins' soir6e, where he mis-reads the situation, in contrast to his
his
ideas),
is
in
fails
to
and
explain
earlier perspicacity,and
spectacularly
generalsilent in comparisonwith his earlier willingnessto talk.
Myshkin's new-found reticenceillustrates one of the major themes
of the novel: 'the difficulty of expressingadequatelyand truthfully not only
76

the most sacred truths but even ordinary everyday facts'
.

This is a

problem which preoccupies Ippolit, as is evinced by his apologies for the
'MHe
for
his
'ob'iasnenie',
KaweTcA,A Harmcan
example,
poor style of
cert-qacyxcacHym rnynocm6' (VIIL 332). However, it is a problem which
clearly does not affect the Prince in the early part of the novel, when
narrative is his most important means of communication. It appears to be an
issue only for the self-conscious narrator; the least self-conscious storytellers in the novel, General Ivolgin and Lebedev, are never worried about

expressingthemselvesbadly. The sameis true of Myshkin in Part I, but if

76Jones,Dosloyevskyafter Bakhtin, p. 113.
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he is not alreadyaware of this at the beginning of Part 11,the effect of his
parableson Rogozhin is sufficient to show him that narrating is not a riskfree business;it can in fact have far-reaching consequenceswhich can be
it
in
is
knowledge
this
part
positive,
and
which makes
as
well
as
negative
him more circumspectlater on.
Furthermore,he has also by this stagelost confidencein his ideas,
in
his
illness,
his
his
to
the
and
worldview
ambiguous
origins
of
owing
inability to saveNastas'ia Filippovna. As both his philosophy and actions
believe
in
his
falters
Myshkin
to
strengthsas a
ceases
and
are undermined,
(and
his
unsuccessful)attempt to
only subsequent
narrator, admitting on
expresshis ideasat the Epanchins'soirde:
BHAOM cKomrWmempOBaTE,
A BcerAa 6oioci6 MOHM cmell[HLIM
He HmeiowecTa.A Hmeio)KecTBeer; xa
MIICJI]6 H
A
Wen
aaaGHyio
Bi6inine'r
ripoTHBonojimEREA,
a wo
cmexH yHHxcaeTHAeiO.
lqyBcTBamepii Towe HeT, a wo riiaBHoe; 3TO Ance camoe
mHe nyqme cHAeTj6 H mojiqan (vni, 458,
wo
A
riiaBHoe... Maio,
author's emphasis).

After having exemplified the Christ-like quality of seeing and the
importanceof narrating as an indication of his accessto a higher reality in
Part I, Myshkin's fall is emphasizedby his loss of theseabilities as he, like
the other characters,moves into problematic relations with languageand
expression; 'from the moment [ ... ] that the humans listen to the wrong
words- to the words that are wrong - untroubledrelation is lost, with God77
in
divine
in
as-word,and with the
word the universeand men'.

77Edwards,p. 219.
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As a result of the Prince's silence,the middle section of the novel
must be defined by other means, and this is achieved largely by other
characters' inserted narratives commenting on him. Keller's article,
Aglaia's rendition of 'Rytsar' bednyi' (formulated as a critique of
Myshkin's mission), and Ippolit's confession(which frames many of the
hero's ideas in an ironic context) all contribute to the gradual erosion of
Myshkin's script and its replacementwith the differently-angled images
have
of him, which introduce different patternsof expectationsand
others
directions
for the Prince. Lebedev,meanwhile,takesover the
new possible
hero's key role of describinganother,higher reality, but his interpretationis
doom-ladenand negatesthe hopefulnessof Myshkin's ideal, and Ippolit's
nightmarish visions replace the Prince's religious experience at the
waterfall.
The two narrativesin Part H are commentarieson the personalityof
the Prince, while those in Part III concentrate on his ideas, and all four
contribute to the undermining of Myshkin's integrity in his actions and
underlying ideology. They also contain reminders of his mission, and offer
alternative scripts to redefine attitudes towards him, hoping thereby to
influence the subsequent direction of the narrative. In the first interpretation
of him, Aglaia specifically denies that the comparison of the hero with the
'Rytsar' bednyi' implies a criticism: 'A cHaqana He HOHHmaiiaH cmeAnacE.,
a Tenepi, =6jiio

vpi6iuapq ftworo)),

a rjiaBHoe, yBax=

ero nOABi4rK'

(VIII, 207). However, despite this endorsement, the poem seriously
undermines the image of the Prince, as the figure to whom Aglaia compares

229
him, the knight, is mad. Furthermoreher analysis implicitly criticizes his
in
as
stating,
mission,
OH

ee BiiGpaJ1H nOBepHiiee «iHcTori KpacoTe»,a 3aTemywe
C)
eciiH
B
TOM-TO
H
nTo
rrpemoHRncA ripea Heio HaBeffl;
3acnyra,
OHa noTom
BepHThH

XOTL BOPOBKOr16bijia,

TO OH Bce-TaKH

; xojLueH

ULTI erf

(VIII,
207),
jiomalýb
icpacoTy
Konrix
3aeeýmci-ým

she is suggestingthat his mission is pure fantasy,and that by choosingan
he
live
is
failing
Myshkin
to
the
to
expectations
up
unworthy subject,
arousedwhen he first appeared.Aglaia usesthe Pushkinpoem to suggesta
different script for the Prince and Nastas'iaFilippovna, but in doing so she
fidlen
his
ideal
lies
behind
to
the
the
and
save
attempt
which
undermines
suffering woman.
Krieger notes that, according to Nastas'ia Filippovna's letter's,
Myshkin refers to Aglaia 'Kax o ((CBeTe))'(Vfflý 379), and that when Aglaia
('light
heaven')
'lumens
Pushkin
the
the
coeh'
of
phrase
recites
poem,
78
ideal
for
PrinCe.
I would
the
offers the younger woman as an alternative
deride
deliberate
it
just
is
the object of the
Aglaia's
to
that
aim
as
suggest
hero's mission, she is also consciously, using the very words Myshkin used
(in a source as yet unseen by the reader or the hero, but whose existence
has already been mentioned), offering herself as a protagonist in a worthier
script. However, as Krieger states, it is attachment to this alternative,
in
be
ideal
Prince's
to
the
undoing,
as
shifting his
earthly
which proves

79'Curse of Saintliness',p. 45.
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focus away from Nastas'ia Filippovna, he is moving from agape to eros
79
himself
than
the
and serving
rather
other.
Keller's libellous article which follows the Pushkin poem is a more
direct attack on the Prince's reputation, as here for the first time the honesty
and purity of the hero are questioned. By accusing Myshkin of profligacy,
promiscuity, arrogance and a lack of concern for others, amongst other
things, the article suggeststhat he is guilty of the same sins as other men, in
stark contrast to everything we have assumed about the hero thus far. We
lies
(a
feeling
is
is
tissue
that
this
of
a
which
strongly suspect
narrative
heightened when we learn that the congenital liar Lebedev has a hand in it
(Vill, 241-42)), but as a result of the six-month gap and other key absences
(such as the lack of reliable information about Myshkin's childhood), and
the fact that certain details do coincide with what we already know, neither
judge
in
to
the
whether there
we nor
other characters present are a position
is any truth to the allegations at all. 80The strong effect this has on the other
qaii 14BaH
protagonists is evident: 'OTO... 3TO YXC51He riOHHmaiol- BcKi4,
(De;xopOBHqB B161COqa9merl
cTerieHHHeroAOBaHHA'(via, 219). The belief
his
day
inspired
by
his
have
hero,
the
the
and
of
actions
words
on
others
of
arrival, is damaged by Keller's

narrative. For Myshkin

himself, an

interpretation so contrary to the spirit of his scripting and his main idea
further damages his ability to read and respond to a situation, his attempt at

79'Curse of Saintliness',
pp. 4445.

so See K. L Megaeva, 'Avtorskaia pozitsiia
v romane Dostoevskogo Idiot', in
Khudozhestvennyjtekst i literaturnyi zhanr. Mezhvuzovskiinauchno-tematicheskiisbomik
(Makhachkala:Dagestanskiigosudarstvennyiuniversitet, 1980),pp. 62-74 (p. 72).
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conciliation by offering money to Burdovskii, evenafter the claim hasbeen
exposedas false, is seenby the nihilists as arroganceand superiority, not
generosity as was intended, indicating the difficulty of negotiating
interhumanrelations in the face of conflicting agendas.The hero's saintly
script is adversely affected by others' scripts for him; after Nastas'ia
Filippovna's first appearancein the park, which immediately follows this
scene,many of the other charactersare suspicious of Myshkin, as they
in
he
be
involved
in
heroine's
the
machinations,
contrastto
presume must
their trusting attitude in Part I.
Moreover, as others project their scripts onto him in the central
section of the novel, both the reader's view of him and the shapeof the
narrative change subtly. For example, when MyshIdn first mentions his
inheritance at the end of Part I, we are told the origin of the money, the
Moscow merchant Papushin (VIEý 139-140). However, when Burdovskii
appearsto claim part of the inheritance,the nihilists concentrateon the link
betweenPavlishchevand Myshkin, to the extent that the true sourceof the
Prince's new-foundwealth is forgotten and becomesalmost irrelevant.The
interpretation forced onto Myshkin by Keller's article and events
different
the
causality,which, even
a
surrounding nihilists' visit establishes
though it is totally illusory, has a powerful effect on the readerand colours
our view of Myshkin (especiallyregardingthe conversionof Pavlishchevto
Catholicism) no less than if it were true. Not only is there no ontological
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difference between truth and lies in a literary text, 81but there is no practical
difference either. Rumours such as the ones spread by Keller's vaudeville
life
become
Myshkin's
possible realities, as the 'truth' of any
of
version
it
depend
has,
belief
in
it. As
only
on
and
external
effect
narrative,
any
by
Keller's
assumed
some of the characters to be
aspects of
article are
(for

correct

example Princess Belokon'skaia's

assertion '. no

OH

faith
in
(vmý
442)),
Myshkin as a positive
co=pxHT'
OTKpbrrO
JHOGOBIIHLXY
force in the novel begins to wane. Moreover, his personal lack of direction
following the six-month gap and his decision to renounce his quest to save
Nastasia Filippovna is emphasized by the parallel lack of movement in the
(including
Myshkin's)
is
indicative
the
characters'
of
narrative, and
inability to find a new script and a meaningful direction in which to steer
the text.

Another problem arises for Myshkin as a result of these two
narratives. While his move to the background signifies an attempt to
maintain his humility and self-effacementdespitethe loss of other positive
qualities, he is thwartedby the constantinsistenceof the other protagonists
on sustainingthe image of him at the centre of the text, reminding him, in
have
Furthermore,
his
they
tones,
although
mocking
abandonedmission.
of
gatheredfrom the hero the importanceof story-telling, the other characters
do not use it for the positive endsof allowing the other to achieveselthood.
The fact that Aglaia and Keller (and Lebedevas co-author) use satire and

" SeeDavidK. Danow,2he2hought
FromWordto Culture(London:
ofMikhailBakhan:
Macmillan,
1991),
p. 107.
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irony in their narrativesto teaseand humiliate the Prince indicatesthat they
have not adoptedthe compassionateaspectof his worldview. They do not
see,as Myshkin does,that humility is a voluntary practice, and is negative
and divisive when imposed by the other, as it then becomeshumiliation,
which is a sign of objectification, preciselythe outcomehe wishesto avoid.
Thus while the other charactersfollow the hero in somerespects,in others
they directly oppose his ideal, which both evinces the difficulty of
persuadinganother to accept one's script and take an active, compatible
role in order to affirm its truth, and further suggeststhe deterioration of
Myshkin's vision and his ability to influence others for the better. The
aimless and unsettled tenor of the narrative continues as neither script
suggestedin Part 11allows the Prince to return to his underlying ideal.
The inserted narratives and discussions surrounding them in Part III
further undermine the Prince's position in the novel. Lebedev's eschatology
and story of the cannibal concentrate on the contemporary spiritual malaise
afflicting society; his challenge, 'noKaxme MHe CB313YI019YI0
HacTomixee
IleJIOBe, qecTBo

MIICJIL

XOTB BrIOJIOBHHY

MOR

CRJ161, icaxB

TexcTojieTHqx'

(via, 315), echoesMyshkin's attempts earlier to reawakenthe spiritual
dimensionamongstthosewho cannotsee.However,the purity of the hero's
ideasand his intentions in expressingthem is now sullied by the fact that
they are endorsed by such a buffoonish figure who has a history of
misleading others for no apparent reason, with the result that the other
protagonists'belief in Myshkin's vision and accessto the ideal is damaged
even further. Moreover,the Prince's lack of contribution to a subjectwhich
is close to his own heart is highlighted: '90 CKXn0p OH B mojiqaHHH
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cnopHBuiHx
cjiyLuaii
1114CJIOBa

H HeBBA3LiBajICA

6mHecKa3ait

B ixeamR

Bpa3rOBOp

[

...

OH
] MoxceT6rrrE,,

H

Beqep'(vm, 313).This againconfirmshis

unwillingnessto speak,evenon the spiritualandethicalissueswhich were
themainstayof his discoursein Part1.
Ippolit's confessionplaces a further question mark against
Myshkin's idea by emphasizing the failure of its translation into action. The
'Neobkhodimoe

ob'iasnenie'

reveals Ippolit's

affinity

with Myshkin,

despite their apparent differences. In the course of his narrative, Ippolit
mentions nearly all the ideas we associate with the Prince: 'mHp cnaceT
icpacoTa'; 'Bpemem46ojE6Lueiie 6yAeT'; the condemned man; the problem
of adequately expressing ideas; 'cmHpeHHeecn cTpauiHaAcHna'; and the
loss of faith precipitated by the Holbein painting of Christ (viEý 317-344).
Ultimately, he says more about Myshkin's ideas than the Prince ever does
himself. 82 However, the fact that these ideas, which arose out of the
perception of human suffering, are now raised by a character who is in
despair, and indeed is on the brink of attempting suicide, implies that the
hero has failed him. Myshkin's intentions are good, and his perception in
seeing what Ippolit needs to ease his final days is remarkable (3eaeffl, H
BOMHeicaKywITHCT]61rl
B03;XYX,no ero mHeHmo,HeripemeHHonpOH3BexWT
HH6yAE-(ýH3HqecK)wnepemeHy,H moe BojiHeHHeH MOUCUbtnepemeli3MA
H, moxce'r&rm, o6jierqanCA' (viiL 321, author's emphasis)). However, he
is ultimately unable to help the young consumptive spiritually, as Ippolit is
unwilling

to give up his cynical and rebellious stance in favour of

82SeeMiller, Author, Narrator, andReader, p. 200.
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Myshkin's conception of a peaceful and contemplative death in which
everythingcan be comprehended.
Ippolit's suffering is comparableto that of Nastas'ia Filippovna,
and suggestsan alternative mission for Myshkin. However, the younger
man rejects the Prince's saintly script in favour of his own, allied to
Rogozhin's dark vision. In 'returning the ticket' to Myshkin and using his
'ob'iasnenie' to draw attentionto the loss of the ideal and the failure of the
hero to change his, the young consumptive becomeshis adversaryand
83
Ippolit's
discourse,
the
the
tenor
and
narrative.
of
radically alters
in
it
Holbein's
'Christ
Tomb',
discussion
the
the
of
contains
particularly
has a profound effect on the Prince. Ippolit becomes essential to the
structureof the novel as a whole, becausethe psychologicalconsistencyof
Myshkin dependson his continued evasion of the issues raised by the
84
painting. In his role as a replacementfor the newly silenced Myshkin,
Ippolit acts as a catalystin the structureof the novel, sparkingoff a second
important
issues
in
he
direction.
that
When
to the
the
are
change
raises
hero, and discussesthe painting, the Prince is forced to face the causehe
has abandonedand the responsibilitieshe has abdicatedsince he himself
saw the painting and suppressedthe distressingevents of the past. This
leadsto a renewedparticipation in the fate of Nastas'ia Filippovna, which
he has been avoiding since his arrival in Pavlovsk, as his apparent
unwillingness to become involved in the the heroine's mysterious affairs

g3As we shall examinein chapter3, pp. 229-308,332-34.
84Seethe commentaryin Wasiolek,ed.,Notebooksfor 7heIdiot,,
p. 164.
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interest
his
in Aglaia, show. After
Radomskii,
amorous
and
unlikely
with
the meanderingcentral section,his conviction of the importanceof his ideal
is gradually restored,owing to Ippolit's narrative and the heroine's letters
to Aglaia, and from this point onwards events follow each other with a
fresh senseof urgency, as the central charactershurtle towards the final
crisis. However, by this stagethe atmosphereof the novel has darkened
owing to the influence of Ippolit's tragic narrative, and the hope of
salvationand a new life havenow disappeared.
Just as after the first appearanceof the painting, there is another
period of uncertainty, this time longer, before Myshkin's epilepsy
intervenesagain to determinethe final direction of the novel. In both cases
the Holbein painting is a catalyst for a partial changein direction, thereby
acting as a framing device for the middle part of the novel, and this is
completed by alterations in Myshkin's consciousnesscaused by his
epileptic fits. The painting therefore provides the second structuring
impulse in the novel to emergefrom Myshkin's consciousness.While the
4epileptic structure' has the beneficial effect of reducing tension and
preventing the other characters' harmful actions and words, the fmme
introduced by the Holbein has more negative implications. In the first
place, it leadsto the Prince ignoring the suffering of Nastasia Filippovna
and underminesthe selflessattitude he exhibited in Part I. In the second
impacts
his
imposition
frame
the
this
on
use of the
place,
also severely
of
t-epilepticstructure'; insteadof dissipatingthe tension, he antagonizesthe
nihilists, he fails to intervene to prevent Ippolit's suicide attempt, and
finally, at the meetingof the two women he is a haplessonlooker who can
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do nothing to avert impendingdisaster.Under the influence of the painting,
Myshkin's capacityfor action is damaged,radically altering the tenor of the
novel.
In the second transitional period, following Ippolit's narrative, a
number of issuessurroundinghis relation to the other finther indicate the
corruption of his idea and the effect this has on his actions, which have
profound implications for the renewal of his mission and compromisehis
ability to savehis heroine.
The first issue is the Prince's dream of being Napoleon whilst
sleeping on the bench in the park after Ippolit's suicide attempt. When
Aglaia teases him about his dream, 'MoweT, 4)ejr6;jmapMajiom ce6A
Boo6paxaeTe H ýiTo HanojieoHa pa36HjiH?', she receives the unexpected
reply, 'Hy BOT qecTHoe CJIOBO,A o6 3Tom ; xymaio, oco6eHHo icorAa
MCLIMIO, - 3aCMeAJICA
A He HanojieOHa,a BCOaBcTpHRUeB
MAU, - TOJE6KO
pa36HBaio' (viu, 354). His admission recalls Porfiry Petrovich's question
from Prestuplenie i nakazanie, 'ICrOXCy Hac Ha PycH ce6A HanoneOHOM
' (vi, 204), and marks an extraordinary reversal; the
Tenep16He cqHTaeT?
self-effacing hero of Part I whose main aim was to prevent the suffering of
others now, we discover, dreams, like Raskol'nikov, of wading through
fields of blood and asserting his greatnessat the expense of all others.

The seemingly irrelevant digression on the disgrace and death of
General Ivolgin also serves to show how far Myshkin has fallen. 11is
reaction to the General's stories towards the end of the novel is partly
responsiblefor the latter's demise.A note of dishonestyand embarrassment

238
creepsinto his responsesto Ivolgin, suggestingthat the hero is hurnouring
him ratherthan, asbefore, seriouslyattemptingto restorehis dignity:
KHR316

yBepeHHocTH,

wo

rlyCT03BOHHOIO,

H3

nponHceri

B

WO

ýJOMAWICA,

HO npHATHOIO

KaKO10-HH6yAi6

(Dpa3or4,

cKa3aHHoio

B;xpyr noKOpWM H YMHPHT]6Aymy TaicoroqejioBera
Tuom nojioxcemH, Kaic reHepaii(VIII, 404).

noAo6HO10

KcTaTH,

in

their

next

interview,

moxmo

R oco6eHHO

The fact that the General notices this change in Myshkin's
evinced

TBepAori

OH icaKnpOH3BeAeTripeicpaCHoe
;jerlCTBHe.

oHa

HHCTHHKHBHO

TO

ýpmy

CBOIO

BucKmaji

B

is

attitude

'yrOHqeHHOCTh Bi6ipaweHHrI,

When,

nOlqTHTeJMHMATOHBHAHMOnojmcTHiiH reHepajiy, XOTAOH Bcd ewe HHorAa
(VIUý
is
410).
The
Prince
B3rnAAhEaaji CO BHe3ariHoIO HeAOBepqHBocTEio'
also aware that he is behaving differently,

'icaic-To CTpaHHOpo6eA, ToqHo

rocTi6 ero 6i6ui 4)ap(ýOPOBEA1,
a oH nomRHyTHo 6o3mcA ero pa36HT]6' (VIU,
409). His deliberately

excessive endorsement of the General's story about

Napoleon is a further sign that his ability to efface himself in order to allow
the other to assert his or her own script has become inconsistent, and also
highlights
Ivolgin
(MaicoB

the double thoughts to which he has recently admitted. General
perceives

that Myshkin

cocTpaAaHKA,

pities

yHmxaiouxHx

HectiacTHoro qejlOBeKa>)' (vm,

him,

and 'OT Hero He rIpHmeT

AOCTOHHCTBo 6e3

418); the compassion

which

Toro

ywe

defines the

Prince's relations to others earlier in the novel has been corrupted to the
extent that it is now marked not by his own humility,
of another,

and the failure

of the expectations

orientation of his actions towards the other in Part 1.

but by his humiliation
he raised through

the
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The soir6e organizedby the Epanchinsto introduce Myshkin into
society and announcehis engagementto Aglaia highlights the decline of
the hero in severalways.In the first place,the occasionamountsto a public
declaration that he has abandonedhis mission and is prepared to settle
down to normal life away from Nastas'ia Filippovna. In the secondplace,
and perhaps more significantly, his words and thoughts indicate his
distancefrom the ideal he representedin Part L In stark contrast with his
earlier fluent expression of his ideas to the Epanchins, in which seeing and
narrating are essential, the party in Part IV is marked by his failure to see
and his inability

to express himself

His ability to read faces was

emphasized in the first scenes of the novel as the first step towards his
saintly scripting, and performed a vital role in establishing his mission to
save Nastas'ia Filippovna, but now he is easily fooled by dissembling
appearances: "BCC-TO3TO o6uxecTBo KRAU RpHFM 3a caMY10 tlHCT)W
MOHeTy'(wa, 445). Moreover, not only is he unable to articulate his ideas,
but even their very quality seems to have been corrupted; previously he
spoke of compassion and the need to recognize the true nature of reality
through the awareness of presentness, but at the soirde he enters into a
bigoted tirade about Catholicism,

and raves incoherently about an

aristocratic revolution, which appearsto contradict his earlier concern for
the abusedand unfortunate,divides him from thosewho have no money or
nobility, and is underminedby his failure to see the true - and distinctly
unflattering - naturesof the very membersof society whose nobility he is
championing (via, 449459). By this stage, unable to read a situation or
narrate,all aspectsof Myshkin's saintly scripting are underthreat.
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Therefore, just as his involvement with General Ivolgin is an
issue
to
the
evade
of the return to his quest, so Myshkin's
attempt
real
engagementto Aglaia further confirms his unwillingness to sacrifice
himself for Nastas'ia Filippovna and signals his fall away from the ideal
beforethe denouement.Their relationshipis strangeand contradictory,as it
arises out of the conflict of two incompatible scripts; for Myshkin it
signifies a move towards normality, away from the pain and misery of his
relationshipwith Nastas'ia Filippovna, while it seemsinspired on Aglaia's
by
by
desire
her
to
the
choosing the most unsuitable
annoy
parents
part
husbandpossible, and is thus anti-normality.85Myshkin appearsto be in
love with her, but their relationship is perpetually strained and abnormal,
owing partly to Aglaia's dualistic impulses, but also to the pervasive
influence of Nastas'iaFilippovna. Aglaia's attachmentto the hero develops
becauseof ratherthan in spite of his connectionto Nastas'iaFilippovna, as
it castsdoubtson his propriety in the eyesof others,as well as giving her a
point of attack which allows her to asserther voice at the expenseof her
suitor's. Furthermore, as we have seen, it is Nastas'ia Filippovna who
initially recommendsthe other womanto the Prince, rejecting his proposal
of marriage with the words, 'Te6e TenephHaAoArnato EnaHqHHy'(vm,
143),which suggeststhat Myshkin, having failed to persuadeher to take up
the alternative script he is offering, is trying to respond to her own

85Diana L. Burgin, 'Prince My9kin: The True Lover
and "Impossible Bridegroom": A
Problem in Dostoevskian Narrative', SEEJ, 27 (1983), 158-75, caUs it a 'parody of
romantic love' (p. 169).
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alternativescript for him, in order to maintain his commitment to hear and
be
her
her
to
to
to
a
cause.
servant
voice and
react
The fact that the relationship between Myshkin and Aglaia has been
invented by Nastas'ia Filippovna implies that its continuation or otherwise
is also dependent on the older woman (which is confirmed by the
After
her
the
two
the
confrontation
of
women).
at
consent
withdrawal of
Ippolit's

have
Holbein
its
description
the
of
painting
and
confession

reawakened in the Prince his keen sensitivity to Nastas'ia Filippovna's
he
is
bound
to
his
threatened,
as
alternative arrangements are
suffering,
fulfil his duty towards her whatever the cost to himself. Aglaia's warning
before the soirde, 'eCJIH Bi6i roBopirre o -ieM-HH6y;X]6Bpo;je cmepTHorl
POCCHH,
HJIH0 TOM,IqTO<(MHP
COCTOAHRH
Ka3HH,HJIH06 3KOHOmiiqecKom
CrIaCeT

KpaCOTa)),

rIpeAyrlp4e=alO

TO...

51, KOHeTIHO rlOpaAYIOCb

He
BaC 3apaHee:

nxtrrecib

oqeHj6,
HO...
HnocmeiocE,

Ha
HOTOM
mHe

riia3a!' (VIII,

436),thushastwo functions.Firstly,it suggests
that Myshkin,throughhis
level
has
been
to
the
begin
'normal'
to
of
reduced
relationship,
attempt
a
General Ivolgin, an embarrassment
to be silenced, indicating his
fact
he
Secondly,
husband.
inadequacy
then
lover
that
the
asa
or possible
fulfils her predictionby breakingthe Chinesevase,talking inappropriately,
is
that
to
she
correct,also
proving
andsuccumbing an attackof epilepsy,
intendsto behavein this way,in order
impliesthatthe herosubconsciously
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to provide himself with an alibi which will extricate him from this
86
freeing
him
his
to
to
relationship,
return
mission.
Furthermore, by trying to build a normal relationship, Myshkin
reveals his distance from the innocent, asexual hero of Part I who claims, 'A
xceHIUHH
BeAi6no npi4po=eHHoR 6ojie3HHmoeri
;la)KeCOBcem
He3Haio',

and 'A

He

mory

xceHHnCA

HH HaKOM,

A He3; IOPOB$ (VIOý

14,32). By the

final partof the novel,heappears
to haveforgottentheseadmissions,
andis
readyto embarkon marriage,which in itself suggeststhat he is turning
awayfrom his vision.In the extractof his diarywrittenon the deathof his
first wife, which points to the origin and significanceof Myshkin's
compassion
andhumility,Dostoevskiialsocomments,
ecThicaK 6161
BeimqaRinee
OMMOAKHo6eHue
napi6i
COBepmeHHoe
o6ocoGjieHHe
om zymaHu3ma,
OT
To eCTh 3aKOH
ocTaeTc3i
AiiA
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(majio
ecex
Bcex).
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IIPHPOAM,

HO Bce-UIKH

cmLicne OT
,qeJIOBeKa
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Ha weHuwy

HeHOPMaJlbHoe,
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3rOHcTHqecxoe
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B rlOJIHOM
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Bem4maAmaA

3TorO
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3eMJle,H6o nocpe;xcTBoM
npHPOALI
(To
AocTHraeT
pa3BHTH31
uenm
qejlOBeK
ecTbcmeHOrliioKojieHHrl)
HO B To we BpemAqejiOBeK no 3aKoHy we npHPOALI, BO HMA
oKomiaTeJMHoro,
AojDKeH
6ecnpepblBHO
Merl
uejiH,
HAeajia
(ABoftneHHocn)
oTpHgan
(XY, 173,author's emphasis).
ero.
The hero's love for Nastas'ia Filippovna is love for the sake of the other;
that for Aglaia is love for the sake of the self.87 Kasatkina notes the
confusion in both Myshkin's mind and in the expectations of others
betweenthe universal love which Christ showedand the exclusive love of

" J. R. Maze, 'Dostoevsky:Epilepsy, Mysticism
and Homosexuality, American Imago, 2
(1981), 155-83(p. 170).
87 See A. Skaftymov, 'Tematicheskaia kompozitsiia
romana Idiot', in Nravstvennie
ishanha russldkh pisatelei: stati i issledovaniia o russldkh klassikakh (Moscow:
Khudozhestvennaialiteratura, 1972),pp. 23-87 (p. 73).
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marriage;

by expressing

cpa3y we HcKmqaeT

his intention

to marry

Nastas'ia

ce6A H3 hfHpa ISO)MCKOR juo6BH

Filippovna,

'OH

R BBepraeT B MHP

JU06BH, qejiOBeqecKor4, T. e. JU06BH HcKino-tirrenE. Hort. 11meHHO H3 nOnbrrKH
KHMA COIIeTaTI6 3TH ABa HecoqHTaeM]6IX BHAa JIE06BH H po=aeTcq
88 He is
unable
Kommap'.
to the heroine,

proposal

to carry

through

as his

'love-pity'

he begins

the process
for

her and his

Radomskii

that he can love both of them at once provide

his 'love'

is not as exclusive

as either

woman

would

with

his

assertion

to

ample
like

Beci6

proof

that

it to be; his

inability to understandthat he cannot have relationshipswith both women
indicatesthe fundamentaldifferencebetweenthe reality of the situation and
Myshkin's perception of it, and again highlights the difficulty of
maintaining positive interrelationswith all, especiallywhen the characters'
follow
opposingagendas.
and
scriptsare mutually exclusive
Moreover, the Prince's strangerelationship with Aglaia showsthis
problem even more acutely, as his expression of his desires,
roBopHn,

C

CHAM,
Heio

OAHHM OH ocTajicA

C

Heio

6161AOBojieH

TYRAT16, H, KTO 3HaeT,

'
CBOIO
WH3Hb!
Ha BOO
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Hew

6]6iT]6,3THm

moxceT

(viii, 429), contains

in
he
has
hint
that
mind platonic companionship
no
of passion,suggesting
89
his
his
Like
the
than
outburst
at
party,
rather
a consummatedmarriage.
entire relationship with Aglaia feels inauthentic and fails to convince the
reader.Myshkin is thereforeleft in an emotional no-man's land, no longer
separateenough to love as Christ loved, nor involved enough to lead a

Kharaklerologfia Dostoevskogo, p. 206; for further references to this link, see
introduction, note 12, p-5.
" As Novikova notes,'Agiograficheskie motivy', 35.
p.
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normal life. Thus, while the Prince's separatenessbegins as a positive
image
Christ,
it
is
him
linking
to
the
of
subvertedsubtly by his
attribute,
isolation
become
to
the
to
closer
spiritual
much
which afflicts
actions
own
Ivan Karamazovand Stavrogin,who are equally incapableof forming close
bondswith other people,particularly women.
The final word of

'OTjBoRcTBeHHoc; Tt. '
Dostoevskii's note,

providesa

further key to our understandingof Myshkin's downfall. As we have seen,
dualism originates in the Fall, and is both the impulse and the meansto
90
before
Fall.
Myshkin's
the
to
the
tries
world
re-create
which
story-telling,
into
harmony
this, and the easewith
ties
clearly
vision of a world of perfect
lack
in
his
in
I
he
delivers
his
Part
of
ambiguity
a
suggests
narratives
which
language;words and their meaningsstill coincide for him, again implying a
link to pre-lapsarianwholenessand the absenceof division. Furthermore,
the humility and compassionof his saintly scripting are essentially antidualistic, as they opposethe view of the separationof the self from the
other. Arriving from his Swiss paradise, the Prince seems to embody
Christ-like qualities preciselybecausehe opposesdualistic tendencies.
Meanwhile, the other protagonistsare prey to the forcesof dualism;
it is seenin particular in the Manichaeismof Nastas'ia Filippovna and the
in
Aglaia's
endless
and
equally
opposing scripts she contemplates,
contradictions and Rogozhin's and Ippolit's oscillations between loving
dualism
in
belief
hating
Most
Myshkin.
their
the
exhibit
and
of
characters
that Nastas'ia Filippovna is different from them, and worth lessthan them,

90Edwards,pp. 4; 73-4 and passim.
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and this is eventrue of the heroineherself, who seesAglaia and the Prince
asbeing worth infinitely more than herself (and Rogozhininfinitely less); it
is the insistence on the distinction of self and other which causesthe
protagoniststrouble. When Myshkin appears,his anti-dualistic stancegives
hope to a community that has lost its guiding principles and its 'binding
idea'; Lebedev's phraseis particularly apt, as the charactersare afflicted
primarily by a loss of the ability to seetheir connectionsto eachother.
However, after the six-month gap the Prince also succumbs to
dualism. The fact that his fit is a contradictory experience of light and
darkness shows that Myshkin, as human, does have dualistic elements to
his character, but these are hidden at the beginning of the novel beneath the
law of compassion and his access to a higher reality. His contact with
others in whom dualism is sharply defined results in the resurfacing of this
impulse. His constant desire to be alone (for example, VIII, 186) suggests an
awareness that he has lost something essential as a result of living in the
'real world'. His new intention to court and marry Aglaia is proof of a new,
divided nature, as is his inability to tell stories after Part 1, and he also
becomes prone to suspiciousness and 'double thoughts': 'ABe miucim
BmecTecouumcr-, 3To oqeHLqacTo cjiyaeTcA.CO MHOR6ecnpephIBHO'(VII4

258). Double thoughtsare presentin his suspiciousness
of Rogozhinbefore
his first fit, but overcoming them in order to be honest, open and
unhypocritical is part of his saintly scripting, and once he has lost contact
with the ideal, he is no longer capableof suppressingthem. Furthermore,
his treatment of General Ivolgin discussed above suggests that his
compassion has turned to pity which, as Thompson remarks, implies
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distanceand condescension,even contempt,through separationof the self
from the other.91 This has enormous implications for the Prince's
relationshipwith Nastas'iaFilippovna; she rejects his marriageproposalas
she fears that he would end up despisingher (viii, 144), and towards the
justified,
his
her
the
seem
as
compassionand
end of
novel
suspicions
humility have alreadybeencompromised.
Thus we witnessMyshkin's gradualdescentto the dualistic level of
the other characters, the corruption of his vision of a higher reality, and the
has
his
'finally,
these opposites and the
this
actions;
on
negative effect
larger paradox of their contiguity looms so large that they must be

acknowledgedas a constitutiveforce in the work'.

92Therefore

althoughthe

hero attemptsto return to his mission to save Nastas'ia Filippovna after
Ippolit's confessionand more particularly after his secondfit, his failure is
inevitable as he is no longer the man who thought up the idea; not only
does the heroine finally reject the script he offers her, but his ability to
is
he
in
is
that
to
the
unable to play the
extent
script general undermined
role he initially proposed.The confrontationbetweenthe two women is a
dramatic expressionof his failure to overcomehis dualism in a sustained
way, the effect this has on others,and his helplessnessin the face of it. 11is
selfish side confronts his selflessside, but as this all takesplace externally
to the Prince, he is a powerlessbystanderwith neither a role to play nor a

91 'Motifs of Compassion in Dostoevskii's Novels', in Cultural Discontinuity
and
Reconstruction,pp. 185-201(p. 192).
92Anderson,Myths of Duality, p. 69.
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choiceto make,and is unableto relieve the tension of the situationthrough
the imposition of the 'epileptic structure', as he did in earlier momentsof
heightened emotional conflict. The compassionaterealism which in the
story of Marie and in his initial contactwith Nastas'ia Filippovna involved
practical efforts to relieve the situation and changethe attitudesof othersis
so erodedby the time of the denouementthat he is capableonly of weeping
and stroking the other like a child (vm, 475,506).
By the end of the novel, a numberof problemsrelating to the loss of
the hero's positive attributesare apparent.He is no longer able to influence
the other characters for the better or persuade them of his good intentions,
as the debacle over General Ivolgin shows. Others begin to reject his saintly
script; for example, before Ippolit's confession, Rogozhin refuses to accept
the Prince's forgiveness for the murder attempt, stating, 'Aa A, moxcer, B
TOMRH pa3y C TeX n0p H He noKa3mcK,a isi yxce cBoe 6paTcKoenpouxeHHe
MHerIpHcnaa.MoxceT,AB ToT we Betiep o ; xpyrom COBcemyxce Aymaii, a o6
3TOM..." (Vuý 303). Ultimately neither Aglaia nor Nastas'ia Filippovna will
accept the non-exclusive love he is offering, and Radomskii's critical
analysis of his behaviour and motivation (VIEý 481-85) indicates a failure
by all concerned; the other protagonists (none more so than the two
women) have misunderstood the very essence of the Prince's ideal of
selfless love, and he in turn has failed to convey it to them or persuade
them of the rightness of his cause.

Although his saintly scripting prioritizes compassionover sexual
love, it is paradoxically the very fact that Myshkin is not in love with
Nastas'ia Filippovna (and indeedis apparentlyin love with another)which
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precipitatesher disaster,as it is this which forces the heroine to return to
Rogozhin. The failure of the hero's saintly scripting therefore meansthat
otherswho rely on his self-effacementare deprivedof choice and their own
route to selfhood;as well as Nastas'ia Filippovna, this in particular affects
General Ivolgin and Aglaia. This problem in turn highlights the
interconnection of all beings and the vital importance of harmonious
interaction,as well as its difficulty. The Prince's inability to live up to the
for
he
has
disastrous
arouses
consequences
many of the
expectations
into
he
comes
contact
characterswith whom
Central to Myshkin's failure is the deteriorationof the very quality
from
him
different
the other characters,and the most
which marks
out as
his
Although
his
compassion.
sense
script:
essentialcomponentof
saintly
he
him
desert
does
entirely
never
not
of co-feeling and co-suffering
93
becomesthe openly malign character of Lord's analysis - it becomes
his
inability
have
inconsistent.
As
to respond
seen,
we
weak and
latter's
demise,
General
Ivolgin
to
the
to
contributes
and
compassionately
Radomskii beratesthe Prince for his lack of compassiontowards Aglaia,
innocence
loss
his
is
is
(VHI,
482).
It
the
of
and
own
who also suffering
innocence
insistence
his
the
than
on
of othersper se
compassionrather
94
Again, this issue impacts most
destruction.
which contributes to their
directly on Nastas'ia Filippovna as she has been the focus of his

93Seeintroduction,pp. 7-8 above.
94As claimed,for example,by Korman, 'Problema avtora', p. 391, or Arpad Kovacs, 'The
Poeticsof 2he Idiot on the Problem of Dostoevsky's Thinking about Genre%in Critical
Essayson Dostoevsky.ed. by Robin FeuerMiller (Boston. MA: Hall, 1986), pp. 116-126
(p. 124).
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consciousness and his saintly scripting since the beginning of the novel;
when the strength of his compassion wanes and he is tempted by earthly
passions, he is no longer willing to sacrifice himself for her sake. His
for
Rogozhin,
a
character
whom the absence of compassion is
reunion with
axiomatic ('HHKaKoRTaKorl BO mHe HeT K Heri xwocTW (Virý 174)) over
the heroine's corpse indicates that even a slight shift away from the ideal
allies Myshkin to the consequencesof its absolute denial. He arrives in the
world of the novel full of hope and with the aim of overcoming dualism
from
but
divisive
by
is
lessening
the
the
separation
self
other,
end
of
and
himself infected with dualistic 'ABORHwe miucnH' and creates more

divisions between the characters,owing to his contact with the material
world and the very qualities man acquired at the Fall, in the form of the
base
Aglaia,
Nastasia
Filippovna,
Ippolit
the
and
and
sensualityof
pride of
Rogozhin.95
With his failure to save Nastas'ia Filippovna Myshkin is, like
Rogozhin,left without a script at the end of the novel. He abandonsall his
interactions
from
in
belatedly
himself
other
order
other causesand cut
off
to completehis mission, but when the heroine writes him out of her script
by escapingwith Rogozhin, the Prince's lack of direction or plan for the
future, In sharpcontrastto his active responseto her departurein Part I, is
all too apparent:
OH

H3BecTHe
no6iiezuieii,
Ho npHHAJI
THxo, egBa cjibiiaHo
npOr0B0PHB:
«A 6o5mc5i, Ho A Bce-TaKH iie gymaii, qTo 6yjleT

95 See William 1. Leatherbarrow,Fedor Dostoevsky(Bostorý MA: Twayne, 1981),
pp.
111-17.
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D-H

HeMHoro, nPH6aBHn: <(Bnpoqem...
noTom, riomojiqaB
13
...
TaKorl or3i6m
3TO
COBepmeHHo
cocToAmm...
B
nopAAice
Bewerb.
ee
ýHJIOCOýHeRo.
Ha3EiBaii
Kejuiep

3TO

noTom(<6eCnpHmepHOTO
F.IU3b Bi6iuieJl H3 ixepKBH, rIO-BHAHMOMY, CrIOKOrIH]61rl H 6oAphiri;
MHorHe
paccKa3l6TBaJIH
TaK no KpaAHeiri
3amenumH noTom
mepe
(vin, 493-4).
yAcecam

While the murder scene is unfolding in Petersburg, the narrator and hero,
by now irrelevant to the heroine's purpose, remain in Pavlovsk with an
incongruous display of trivial

domesticity as, 'BoiueAiEa4x ycaAHnH,

pa3rOBOp,craim nogaRaTj6qarl' (VM, 494).
HatIaJICA

Myshkin's incoherentbabbleand concentrationon trivial details in
his final conversationwith Rogozhinindicate the completeloss of ability to
interact andthe lack of a meaningfulcontinuationfor the existenceof either
in
finalization
is
the appellation
hero
to
the
external
man, and
subjected
'idiot. ' Nastas'ia Filippovna's bid for freedom and selfhood has, in effect,
deprivedthose most closely allied to her script of their own selfhood, and
her deathmarksthe end of the road for both men.
The deteriorationof the Prince's saintly scripting is evident in other
by
is
failed
has
fact
he
to
the
that
save
anyone
emphasized
ways;
Rogozhin's total absenceof compassionor remorse at his trial, while
Aglaia's ludicrous marriage separatesher from her loving family and
from
Myshkin
learnt
Ippolit
has
turns
that
away
and
shows
she
nothing.
towards Rogozhin, and dies in agonyand terror, and Gania's machinations
his
heart
despite
the
throughout
apparent
change
of
at the
continue
novel
beginning of Part IL A few sparks of hope, however, remain, suggesting
that the Prince has had an effect on some characters; Radomskii in
particular seemsto have moved towards ideal, selflessrelationshipsin the
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epilogue, as we discover that he 'npffwm camoe rop3meey-qacn4eB cyAI66e
Hec,qacTHoro <(HAHoTa>ý'and writes

regularly

to two

of the most

sympathetic characters in the novel, Kolia Ivolgin and Vera Lebedeva (Vni,
508). Mrs Epanchina, who supports Myshkin throughout the novel (as a
person, if not as a suitor for her daughter), also shows compassion in her
final words, 'no Kparmerl mepe BOT3Aecb, HaA 3THm6e;xHi6im,xoii6 noin
(vii4
5
10).
After
true
the
the
ending of
novel,
which
pyccm normaKana'
Myshkin and Rogozhin are united over the corpse of Nastas'ia Filippovna,
the epilogue ends with Radomskii and Mrs Epanchina similarly united over
the helpless idiot who has inspired them. Nevertheless, the end of the novel
is bleak, pointing to the impossibility of sustaining the ideal of selfless love
in human interactions, even for a character imbued with the spirit of
qTo
compassion; as Dostoevskii wrote in the notebooks for the novel, 4BCe,,
(IX,
252).
6bl
morHne'
B
yracJIO
Bi6rpa6oranom- B Km3e,

In the light of these reflections on the deterioration of Myshkin's
it
influence
ideal,
his
to
to
to
the
and
others for the
express
ability
access
better, I shall examine in chapterthree the implications of the absenceor
corruption of the ideal in the interactivity of the protagonists.
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Chapter 3. Inter- and Intra-Human Conflict: Ethics and the MetaNarrational Ideal

What has becomeclear from the aboveanalysisof Idiot is the central role
playedby the oppositionof self and other in the dynamicsof the novel. It is
fundamentalto both Myshkin's saintly scripting, which aims to erode the
distinction between self and other, and to Nastas'ia Filippovna's bid for
freedom from the control of others, which heightensthat separation.The
charactersemploy scripting strategiesto harnessothers in the service of
their own self-affirmation, playing on the interdependent self-other
relations which lie at the heart of dialogic activity to define and alter their
own positions - as well as those of others - within the teA and thus to
shapethe movementof the narrativeasa whole.
The aim.of this chapteris to explore the main factors influencing
self-other relations, in ethical, existential and, implicitly, psychological
terms, by examining how the characters respond to the dilemmas,
paradoxesand conflicts inherent in human interactions,and the effect this
hason the structuringof the novel. Although neither scripting nor the wider
spectrumof self-other relations is a religious issue as such, we have seen
the strong connectionbetweenthe protagonists'interactionsand problems
of faith and doubt, particularly with respect to Myshkin's ideal and the
saintly scripting which it supports,but also relating to Rogozhin's loss of
faith, Nastas'ia Filippovna's inability to believe in love for humanity, and
Ippolit's existential crisis, as well as the general impulse to re-creation
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through narrativewhich originatesin the Fall. As it is thesecharacterswho
have the most profound influence on the text, in terms of both plot and
atmosphere,it is necessaryto examine the trends of ethical and unethical
interactivity at work in the novel, in order to define the relationship
between faith and narrative in Idiot. The current chapter will therefore
focus on further aspectsof interhuman relations within the context of
biblical theology, in order to establishthe pressuresbrought to bear on the
protagonistsand the narrative,the obstaclesencounteredin the striving for
for both charactersand narrative of
the ethical ideal, and the consequences
its absence.It will then addressthe issue of the relationship betweenthe
protagonistsand the narrator, as an analogy to the relationship of man to
God, to suggesta meta-narrationaldimensionto the novel, dramatizingthe
questionof belief and its loss,which was centralto Dostoevskii's oeuvreas
a whole.

L 6A DOUBLE MINDED MAN IS UNSTABLE IN ALL HIS WAYS9: THE EPISTLE
OF JAMES AND THE LOSS OF THE'BINDING IDEA'

Woe to the bloody cityl It is
all full of lies androbbery.
Nahum
3.1.
Prince Myshkin's admission of his own 'ABorlHLie M161CRH'
(via, 258) has
an enormous impact on the subsequent development of the novel. It has
practical implications for his interaction with other characters, as we have
seen, for example, in relation to the downfall and death of General Ivolgin
and in the dilemma the hero faces over trying to reconcile his love for
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Aglaia and his compassionfor Nastas'ia Filippovna, which harms both
women. It also undermines the reader's positive opinion of the hero,
garneredin Part I, as the previously firm motivational basis for his actions
and attitudeto the other is placed underquestion.Moreover, it points to the
source of conflicting impulses and contradictory actions of other
protagonists, most significantly in Nastas'ia Filippovna's oscillation
betweenMyshkin and Rogozhin,but also in Ippolit's mirroring of the same
dilemma, the confusing signals Rogozhin sendsin taking the heroine and
Myshkin to be blessedby his mother when he is harbouring murderous
thoughtsabout both, and Aglaia's constantand unexplainedreversalswith
regard to the hero. Among the minor characters,the mysterious and
unexplained activities of Lebedev, Radomskii and Gania, who all show
positive impulsesamidst their deceit, demonstratethat practically no major
characterremainsuntouchedby the phenomenon.
Echoesof Myshkin's 'double thoughts' and the dualism that afflicts
in
in
found
the 'double minded man' of the Epistle of
the
others
novel are
James (1.8

and 4.8)

(the Greek in both cases is `StxVuXoq,
' meaning

literally 'of two souls', 'of two minds'; ' the Authorized Version has
'double minded' both times, preserving the use of the same phrase, as in the
original, while the Revised English Bible has 'in two minds' (1.8) and
'whose motives are mixed'

(4.8);

the Russian translation has 'c

AB031MHMHC51
MLICJIRMH'for the first, and 'ABoeAyiuHi6ie' for the second

1 Alexander Souter,A Pocket Lexicon of the Greek New Testament(Oxford: Clarendon
Press,1916),p. 67.
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occurrence). James is the only book of the New Testament to contain the
epithet. Sophie Laws goes to considerable lengths to connect it Jewish and
Old Testament thought in order to claim that it is 'most likely that the
background is an idiom current in Greek-speaking Judaism. Its coining is
2 However, the

not remarkable'.

very fact that it is worthy of such attention

highlights its uniquenessand significance to the theme of dualism within
the context of the New Testamentteaching.Laws points out the sustained
natureof
James' indictment of disunity and inconsistency in human
behaviour [ ] Man is torn apart by conflicting desires,rendering
...
his prayer ineffective; and prayer is also rendered ineffective by
doubt. The man who separateshearingand action deceiveshimself,
and to divorce faith and works is to make faith worthless.Disunity
mars human relationships,with 'discrimination between persons,'
3
between
especially
rich and poor.
Jamesthereforereflects on both inner double-mindedness
and externalrifts
between people as the sourcesof strife and loss of righteousnessin the
community, and places in opposition to the double minded man the ideal
figure of the wise man who avoidssuchpitfalls.
Laws' descriptioncould equally be appliedto Dostoevskii's work as
a whole, but its relevance to Idiot is particularly apparent. Kunil'skii,
noting the similarity of the images of doubleness,and undoubtedly the
associatedthemes of conflict and contradiction in both texts, states that
Dostoevskii ',qacro oGpmancA' to James,although he offers no concrete

2A Commemmy
on 7heEpistleofJwnes(London:Adam& CharlesBlack, 1980),p. 60.
3Conunenimy,
p. 29.
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evidencefor

4
thiS.

However,accordingto the extraordinaryelectronic

concordance
compiledunderProfessorV. N. Zakharovat Petrozavodsk
StateUniversitysinceKunil'skii's articlewaspublished,whichincludesall
the notesandmarkingsthe authormadein his copyof the New Testament,
5
in
Epistle
James.
Althoughthe references
therearesevenmarks the
to
of
the 'doublemindedman' arenot amongthese,it is difficult notto conclude
with Kunil'skii that
BHHmaHHA

Ha3TK

'aMppomam((HAHOD),

CJIOBa'.

BHAHMO, He

o6paTHT16

morHe

6

Aside from the 'double mindedman' who is 'unstablein all his
'
ways, the central themes of James, the testing of the righteous and the
abuse of money and speech, provide significant parallels between the
biblical text and Idiot. The theme of trials and testing, introduced in 1.2,
7
for
acts as a subtext
much of the epistle. It also recalls the 'testing' of the
9nojioxmTen16H0npexpacimill 1qeJ10Bejc'
through his encounter with the
materialistic and dualistic world of St Petersburg: TAaBh1M KOHýjnm
pomaHa- KOHýjimcr report C MHPOM,Hcribrrwme HAeanoBrepoA xm3Hi6io'-8

One of the most apparentforms of testing in Idiot is directly related
to scripting.As we have seen,characterstest eachother's compatibility and

4'Printsip "snizheniia7%p. 37.
5 'Ves' Dostoevskogo', Petrozavodskogogosudarstvennogouniversiteta <http://www.
karelia.ru/-Dostoevsky/evangrinfo.
htm > (15 January- IS June2001).
("Printsip "snizheniia7', p. 37.
7 See Peter R Davids, The Epistle of James.,A Commentwy on the Greek Text (Grand
Rapids,Nfl and Cambridge:Eerdmans;Carlisle: PaternosterPress,1982),p. 35,
a Belopol'skiL p. 123; seealso J. P. Stem, 'The Testing of the Prince: On the Realism
of
Dostoevsky's Me Mot', in Gorski Qyenac.
- A Garland of Essays Offered to Professor
Mizaheth Mavy Hill, ed. by R. Auty, L. R. Lewitter and A- P. Vlasto (Cambridge:MHRA,
1970),pp. 252-67(pp. 257-59).
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willingness to participatein the roles they are being allocated,suchas when
Nastas'ia Filippovna asks Myshkin about her marriage plans, and when
Myshkin testsRogozhin's murderousintentions at the beginning of Part 11.
In the first instance the Prince passesthe test, but later most of the
charactersfail and prove themselvesto be unsuitablefor the role on trial;
for example,Rogozhin fails Myshkin's test and showsthat he is following
his own, not the hero's, script, Myshkin fails Aglaia's test at the soirde,and
all parties fail the various tests they set each other at the confrontation
betweenthe two women.
Although this feature may be remote from the testing of faith
through doubt in the Epistle of James,there are similarities, as in both cases
it is a trial of convictions; while the Epistle faith in God is in question,in
Idiot the protagoniststest their faith in each other. If the tests are passed,
harmoniousand sympatheticco-relationsare established;if they are failed,
is
in
both
division
Furthermore,
texts
testing
also carried
ensue.
conflict and
false
in
by
As
divisive
threats
through
the
speech.
money
and
posed
out
is
in
Idiot the Prince succumbsto the double-mindedness
evident
so
which
brought
his
to
the
trial,
the
pressures
many of
other charactersas a result of
bear on him deserveseriousconsideration.
James' assumption that the wealthy tend to be unjust and
fate,
is
in
his
their
about
ultimate
warnings
unrighteous evident
repeated
suchas,
Go to now, ye rich men, and howl for your miseriesthat shall come
upon you. Your riches are corrupted, and your garments are
motheaten.Your gold and silver is cankered;and the rust of them
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shall be a witness against you, and shall eat your flesh as it were
fire. Ye haveheapedyour treasuretogetherfor the last days(5.1-3).
Money is ephemeraland meaninglessin the face of inevitable death:'Go to
now, ye that say, Today or tomorrow we will go into such a city, and
know
buy
there
and
get
gain:
whereas
ye
not
and
sell,
continue
a year, and
what shall be on the morrow' (4.13). As Davids states,'Not to worry about
but
to seek righteousnessand to put
to
means
store
up
wealth,
wealth
not
treasurein heaven.The rich almost by definition have their wealth stored
9
in
'rich
God'.
The
towards
thus
are
poor,
contrast,
rich
are
not
on earth and
in faith, and heirs of the kingdom which he hath promisedto them that love
him' (2.5). The juxtaposition of rich and poor runs throughoutthe Epistle,
highlighting the divisive nature of wealth and the abuseof power which is
frequently associatedwith it, for example, 'Let the brother of low degree
is
in
he
low'
(1.9-10).
in
he
is
but
that
the
that
made
rich,
rejoice
exalted:
Laws notes here that while the poor are 'brothers', the rich, through the
from
this spiritual
this
excluded
specifically
are
absenceof
appellation,
10
from
but
from
divides
Money
only
each
other,
not
people
community.
God as well; 'lives basedon having are less free than lives basedon either
doing or on being [

] only those who have no private interestscan follow
...

"
ideal
an
straightaway'.
Money is not simply a theme,but a vital force in the structuring of
Idiot, and an obsessionfor most of the characters,as it is in some guise in

9Epistle, p. 44.
10Commenta7y, p. 62.
11James, Religious Experience, pp. 317-19.
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most of Dostoevskii's major novels. Catteau seesmoney as a 'ruling power
in Dostoycvsky's creative environment', and the fact that he devotes 33
pages to a 'brief summary' indicates the extensive implications of the
12
subject. Leatherbarrow comments that in his first plans for the novel,
Dostoevskii concentrated on the decline of the Russian family through a
preoccupation with the material rather than with the spiritual, a theme
13
in
final
in
form
Epanchin
family.
the
text
the
the
which survives
of
However, the presence of investors such as General Epanchin and Ptitsyn
represents only the tip of the iceberg of the theme of money and its
influence on human behaviour. From the outset of Idiot it is a topic of
conversation, as Myshkin and Rogozhin discuss the latter's inheritance and
the former's medical fees (vii4 6-9). Both General Epanchin and Rogozhin
offer Myshkin money, Ferdyshchenko's story of his 'worst deed' involves
stealing three rubles and allowing a maid to take the blame for it, and later
General Ivolgin's theft of Lebedev's wallet plays a major role in his decline
and death. Money in the novel is a source of temptation for those who have
none, and an instrument of power for the rich; 'cTHxHA AeHer, noqmm
immeiiiiaA

14
pa1JHOHaJMHoeOCHOBLI,cTaHOBHTCApmpynniTeiihiiorl'.

Gania's determination to become a 'Rothschild'

reveals the power of

wealth to obviate the need for other positive attributes: 'Ha)mB ;IeHbr-H,

12ProcessofLitermy Creation, pp. 135-168.
13Fedor j)OSjoeVsky,P. 99; C. J. G. Turner, 'Dostoevsky's Idiot: Treasure in Earthen
Vessels',DostoevskyStudies,6 (1985), 173-80,and Roger B. Anderson,'The Idiot
and the
Subtext of Modem Materialism', Dostoevsky Studies, 9 (1989), 77-89 take the
same
theme.
14V. A. Geronimus,'Religioznoe opravleniekrasoty
v romaneF. M. DostoevskogoMol',
in Russkaidftleraturawx vekai khrisfianstvo,pp. 32-42 (p. 33).
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AeHTrH Tem
3Hafte, -. q 6yAy qejioBeK B BE-icuiericTeneuH OpHrHHajii6Hi6iR.
'ITO OHHAaze TaiiaHTEiAaIOT' (VII4 105).
Bcero noAjiee H HeHaBHCTHee,
His unseen machinations with regard to Aglaia are apparently financially
motivated, as part of his scheme to 'get rich quick:

'BOT 3TY-TOA BCIO

(VR
c
Hatmy'
H nepeCKO'qyH UPAMO KanHma
rHmHaCTHKY

105). Like

Arkadii in Podrostok, Gania is seduced by the power money bestows, not
by wealth per se, indicating its wide sphere of influence; it can gratify
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Money also plays an essentialrole in severalimportant scenesin the
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and
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of
situation
economic
novel;
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attack
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Parts
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we
seen,
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which,
park
appearances
reverberationsfor long periodsin the middle sectionof the novel. However,
the focus on money is sharpest at the heroine's birthday party. The
is
financial
Filippovna
Nastas'ia
transaction
a
proposed engagementof
between Totskii, General Epanchin and Gania, but with the help of
Rogozhin,the heroine strips away the polite fagadeto revealthe true nature
100,000
it
into
the
the
turning
with
package
of
auction,
public
of
event,
a
rubleswrappedsignificantly in the pagesof Birzhevyevedomosti(vliý 135)
taking the centre of attention when it is thrown on the fire as a signal that
Nastas'ia Filippovna is freeing herself from the slavery of money and its
dominatinginfluence.
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Myshkin's inheritance is revealed in the same scene and, as
suggestedabove (pp. 216-17), has great significance for the subsequent
developmentof the novel. In the early part of the novel, in contrast to
balanced
is
he
hero
to
the
money,
a
relation
as
neither
shows
others,
help
it
diamond
(selling
his
Marie (VIH,60)) nor offended
to
to
attached
pin
by offers of financial assistancefrom others,and thus recalls James' ideal
'wise man' who is unconcernedabout worldly treasures(it should also be
noted that Nastas'ia Filippovna is similar to Myshkin in this respect;she
acceptswealth and privilege, but we are told she could live quite easily
is
fact
Prince
(VIH,
114-115)).
The
taken more
that
the
them
without
heard
have
by
they
the
about his new-found
other charactersafter
seriously
wealth has parallels with James' contrastof the 'man with a gold ring, and
in
'a
vile raiment';
apparel'
man
goodly
with poor
and ye have respectto him that weareththe gay clothing, and say
unto him, Sit thou here in a good place; and say to the poor, Stand
thou there, or sit here under my footstool: are ye not then partial in
judges
(2.2-5).
become
thoughts?
of
evil
are
yourselves,and
While Myshkin only takes on the external trappings of wealth when he
returns to Petersburg in Part H, the subtle change in others' attitudes
towards him on discovering that he is of material worth indicates that
society in the novel is guilty of differing standardsin treating their fellow
men (a fact most clearly seenin GeneralEpanchin,who severshis ties with
General Ivolgin after the latter's fall from grace, and treats Gania with
contempt over Nastas'ia Filippovna, as well as becoming distinctly more
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solicitous towards Myshkin at the birthday party and afterwards); the
attractionof moneyis thus responsiblefor creatingdivisions and disunity.
A further result of Myshkin's inheritanceis the appearanceof false
claimants and other rogues and hangers-on,whose primary motive is to
he
in
is
hero.
Lebedev
this
the
regard,
as
significant
make a profit out of
consistently and simultaneously, and apparently with no qualms
in
his
to
opposing
sides
many
colludes
with
services and
whatsoever,offers
in
Keller
for
the
writing the
conflicts,
assisting
novel's
example,
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in
his
(vR
241-242)
Myshkin
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of
professed
slanderousarticle about
be
financial,
for
for
Prince.
His
to
this
the
and
appears
only motive
support
he will even, as in the case of the article, betray a trust for the smallest
he
(6
Although
times
seemsa sensitivecharacter,such
at
amount rubles).
like
in
Barry,
Du
he
for
the
general
sinners
souls of great
as when
prays
for
financial
for
Lebedev
gain and
represent only opportunities
others
intrigue.
However, the affair of 'Pavlishchev's son' is the most obvious and
fact
the
that this confrontation
tendency,
this
and
sustainedexample of
importance
H
Part
the
the
the
suggests
of
constitutesone of
central scenes
his
for
being
As
targeted
to
the
theme.
generosity
well as
author attached
in
this
an
additional
change
also
reveals
simplicity,
and supposed
episode
Myshkin. From being a characterwho could give and receive money with
in
inheritance
him
his
a more problematic position as,
places
equanimity,
althoughhe is still happyto give his money away, he fails to recognizethe
implications for the pride of the other, and thus offends the nihilists sense
of self-worth even when acting generously.The hero's new-found wealth

263
automatically places him in a position of social superiority, which leads
othersto form antagonisticand coerciverelations with him, and despitehis
overriding concernfor the statusof the other's T, which lies at the heart of
his saintly scripting, he becomesunableto project this idea onto others,as
they ascribetheir own greedand fascinationwith moneyto Myshkin.
The alienation which underminesrelations betweenthe Prince and
othersas a result of his inheritanceandtheirjealousy of his wealth thus has
serious implications for the hero's scripting ability, as without the active
co-operationof others,it cannot succeed.His inheritancealmost inevitably
removesthe possibility of consentingparticipation by others,but he is not
preparedto employ harmful or coercivemeansto achievehis ends,as this
would go against his ideal. The very fact of his inheritance splits him
internally, placing him in a catch-22 situation; as a result of his new
position, he must force othersto participateif his script is to succeed,but to
do so would mean that it had already failed accordingto the principles of
his saintly scripting.
Money is therefore a major - perhapsthe major - sourceof envy,
leads
inevitably to conflict, 'For when envying and strife is, there is
which
confusion and every evil work'

(James 3.16). 'Confusion'

here is a

translation of the Greek 'cxaTao-raToqa', meaning 'disturbance, upheaval,
15
revolution, almost anarchy', the adjectival form of which, 'aicaTacrTaTo;,'
is used to describe the double minded man of 1.8. Although the Russian
Bible does not employ the same word in both cases,using 'He TBepA' in the

13Souter,p. 10.
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first instanceand 'HeycTpoRcTBo'
in the second,eventhe synonymsmake
the matterclear:divisionanddisorder,the essenceof double-mindedness,
are the resultof greedand craving,which underminethe foundationsof
harmonioussocietalrelations.In this sensemoneyis not only importantin
its own right asa causeof disunityin the theologyof the Epistle,but also
standsas a metaphorfor any kind of material(as opposedto spiritual)
desires,whichequallycreatedivisionbetweenpeople:
From whence come wars and fightings among you? come they not
hence, even of your lusts that war in your members?Ye lust, and
havenot: ye kill, and desireto have,and cannotobtain: ye fight and
war, yet ye havenot (4.1-3).
Pleasureand the desire for it create divisions between men, as they are
literally self-centred feelings which disregard the needs and desires of
others.
Nastas'ia Filippovna's and Myshkin's alternative scripts for
Rogozhin's life had he not met the heroine illustrate the strong connection
between money and sexual passion. The hero, again inspired by a portrait
to perceive the personality it depicts, says Rogozhin would have turned into
his father, 'TojibiKoAeHLrHmojiqa H cympaqHOHaxcHBaA',while Nastas'ia's
version goes much further: 'H yxc raK 61aTu CBOH=Hi6ni no=6Hn,

WO H

He ABa MHJIJIHOHa,
a, noxcanyri fti, H AecATi6cKonHii, Aa Ha meinKax CBOHX
c rojioAy 6M H nomep, noTomy y Te6ABOBcemcTpacn, Bee Tm ;xo cTpacTH
(VIEý 178). The character who bears the brunt of his passions
AOBOAHIIMO
sees most clearly that the mania for possessions is the same whether its
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16
is
object anotherpersonor money. This obsessionwith the material and
physical leadsto inflexibility and the tendencyto produceone-sidedscripts
interaction,
than
to
an
encouragement
are
an
obstacle
rather
and in
which
for
the extremecaseof Rogozhinwe seesits most disastrousconsequences
all concerned.
The role of moneyas a motivating force for the charactersin Idiot is
in
interpretation
Apocalypse,
Lebedev's
the
of
which explores
reinforced
the ethico-religiousimplications of materialism:
H
rIPH
BCaAHHKe,
TpeTbem
IKOHe,
BOPOHOM,
mmnpH

Hmeioiuemmepy

mepe H Ha
CBOerO Tojij-Ko
iTaBa
H HuWr: vmepa
H Bce jijoAH
AorOBOpe,
nUleHHIXbl 3a AHHapHrl H TPH mepm qqmeHA3a Amapiin))... Aa eme
H TeJIO 3; lpaBoe,
H Bce ;iapm
AYX CB060AHLER,
H cep=e qHcToe,
602GM
nPH 3TOM XOTAT COXPaHHT]6. HO Ha eAHHOm ripaBe He
COXPaHAT, H 3a CHm nociie; xyeT KOHb 6neAmal H TOT, icoeMy HMA
CmepTh,a 3a HHm yAceaA... (viH, 167-168).
B

pyKe Merl,

TaK

KaK

BCO B HbIHeL]IHHri

BeK

Ha

The fact that Idiot aboundsin apocalypticreferencesand symbolism, such
fourth,
Belokon'skaia,
Princess
the
the
pale horse, and
recalling
as
names
the Vesy('Scales') hotel, which both echo the abovequotation, signalsthe
"
importanceof the theme to Dostoevskii's artistic conception. In the first
place it augmentsthe doom-ladenatmosphereof the novel, highlighting the
for
standard
practice
many of the
are
unethical attitudesand actions which

16See Sidney Monas, 'Across the Threshold: 27ie1&ot as a PetersburgTale', in New
Enays on Dostoevsky, ed. by Malcolm V. Jones and Garth M. Terry (Cambridge:
CambridgeUniversity Press,1983),pp. 67-93 (p. 85).
17On aspectsof the Apocalyptic theme in the novel. see Leatherbarrow, 'Apocalyptic
Imagery'; Bethea,ShapeofApocalypse, pp. 62-104; Hollander, 'Apocalyptic Framework',
and G. Rosenshield,'Chaos, Apocalypseand the Laws of Nature: Autonomy and "Unity"
in Dostoevsky's 7he1&ot', Slavic Review,So (1991ý 879-89.
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characters,and suggestingthat judgement and damnation are perilously
close.
Hollander, however, points out that Lebedev's eschatology is not
18
horse
famine,
traditional, as the third
normally signifies
and it is in this
idiosyncratic element of his interpretation that parallels with the Epistle of
James also stand out. Connecting money and mercantilism to the third
horse, and to the Apocalypse in general, places responsibility for the
nearness of Judgement firmly'on human action (whereas famine implies a
disaster that is largely

outside the sphere of

human influence),

characterizing wealth and the negative emotions and actions that spring
from it, as James does, as a major source of strife and sin. Furthermore, by
linking railways and the tendency they represent to the star Wormwood of
Revelation 8.11

(vi[4 309), Lebedev creates a new, broader level of

apocalyptic imagery, which reinforces the notion of man's responsibility
for the current physical and emotional environment: 'Co6cTBeHHo OAHII
xceiie3HE,
ie AOPOM He 3aMYTATHCTOqHH]KOB
MM3HH,a BCO3TO B ixejiom-c
nPOICIATO,BC8 3TO HacTpoeHHeHamiix nociieAHRX BeKOB,B ero o6uxem
uenoM, Hay9HOM H npaxTHqecicom, moxceT 6LITh, H ; xerIcTBHTenI6HOM
npomATo-c' (Viu, 3 10).

The role of railways in the novel is evident from the first page,
when Myshkin meetsRogozhin and Lebedevin a carriageon the WarsawSt Petersburgtrain, and continues as train journeys and railway stations
feature throughout (particularly in the Prince's wanderingsbefore his first

"'Apocalyptic Framework', p. 130.
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fit, but Nastas'ia Filippovna's second scandalous appearance in Pavlovsk
also takes place at the station). The theme is re-emphasized in the fact that
several of the characters are investors in the railway system (notably
General Epanchin, who is ftirther characterized by the narrator as a
'practical man' (yM, 268-270), linking him to Lebedev's idea quoted
above), which provides an additional link to the financial motif Even more
significant is Lebedev calling his nephew, Doktorenko, who works on the
railways,

'6y; xyuwr4 BTopori y61Alija 6y; xyiixerO BToporo cemericTBa

XemapHHbix' (vuL 161), as in the juxtaposition of railways, money and
inevitable
first
he
the
the
consequences of
of
example
provides
murder,
James
Epistle
The
points to the same
of
mercantilism and materialism.
(pp.
257-58)
to
the
the
above
man
quoted
ends
rich
conclusion, as
warning
just'
killed
(5.6;
have
'Ye
the
the
see also 1.
phrase
condemned and
with
15). Thus money is not simply a disunifying element, but can lead to the
ultimate denial of the other. This fact is emphasized in Idiot in the images
of machines which link Lebedev's interpretation to both Myshkin's
description of the guillotine in his first story about execution, and Ippolit's
alienated depiction of nature 'B Bime muorl-HH6ym. rpoMaAHORmaiIIHHLI
HOBerunero ycTpoRcTBa' (M

339). As anti-human and devoid of a

spiritual dimension, science, connected to wealth through Lebedev's
railway metaphor and the recurring motif of investment in the railway
system, has its basis in materialism and is thus a destructive force.

The problemtypified by the railways and the 'scientific tendency' is
expressedmost clearly when Ptitsyn, the archetypalpractical man who, as a
moneylender,both perpetuatesand profits from the desires, envies and
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external inequalities of others, defends the benefits of the new transport
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npHBe; ieT, '

to which Lebedevresponds,'H
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315) has the power to exclude. As we

saw in the story of Marie (p. 174), the 'excluding
perpetuates prejudice and division.

unity'

of the villagers

Thus Idiot, through a complex web of

inter-related motifs surrounding the central theme of money (encompassing
other material

obsessions, including

scientific-rationalistic

the lust to worldly

power, and the

tendency), expresses the same attitude as the Epistle

both
James:
of
wealth
retards spiritual
people from each other, the ultimate
mindedness and murder.

and ethical practice and divides

consequences of which are double-
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While money is seen largely as a source of external disunity, the
abuseof speechis indicative of (and a further impulse to) both outer and
inner double-mindedness.
Falseand harshspeechare a sourceof division in
the community for James,with gossipand slandersingledout for particular
condemnation:'Speak not evil of one another,brethren. He that speaketh
evil of his brother, and judgeth his brother, speakethevil of the law, and
judgeth the law' (4.11). On the internal level, this also signifies that
slanderand gossip are signs of inconsistencybetweenthe words a person
faith
'If
God
to
to
to
which
renders
worthless:
and
other
men,
uses speak
but
his
bridleth
be
tongue,
to
not
religious, and
any man among you seem
deceiveth his own heart, this man's religion is in vain' (L 26). This
tendencyfor Jamesis manifestedphysically in faith without works (L 23;
2.14,17,20); 'a claim to true wisdom cannotbe upheld in the contextof an
inconsistent style of life'. 19 In this sense, concentrating on gathering
discussed
is
than
above,
also part of this
rather
as
worldly
spiritual wealth,
theme.
This aspect of the Epistle is generally seen as being a warning
against possible abuses or misreadings of the Pauline theology of
justification:
a man is not justified by the works of the law, but by the faith of
JesusChrist, even we have believed in JesusChrist, that we might
be justified by the faith of Christ, and not by the works of the law:

19'Laws,p. 161.
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for bY the works of the law shall no flesh be justified (Galatians 2.
16).

This can for James lead to the advocation of a quietist faith abjuring charity
in favour of faith that God will provide. 21 As Davids states, 'James has
observed much verbal commitment to Christian affirmations

enduranceand with a lack of practical

22
follow-through'. The

without

assertionthat

'faith, if it hath not works, is dead,being alone' (2.17) is his response.
In terms of Dostoevskii's dialoguewith the New Testament,James'
theology is significant for two reasons. Firstly, of the seven marks
Dostoevskii made in the Epistle, listed in the Petrozavodskconcordance,
three relatedirectly to the problem of faith without works (L 23; 2.14,20),
and two indirectly, as they refer to the abuseof speechand masteryof the
tongue (3.2,6).

Although it is impossible to draw any definitive

conclusionsfrom this, it suggeststhat Dostoevskii saw these as important
aspects of the Epistle. Secondly, Cox notes that Dostoevskii also saw
dangersin Paulinetheology from the oppositeextreme,as the assertionthat
'All things are lawful for me' (I Corinthians 10.23) can be taken out of the
context of faith and used as a rationalistic argument, leading to
Raskol'nikov's experimentation with the Napoleon theory, Stavrogin's
23
from
life,
terminal alienation
and Ivan Karamazov'srebellion.

20SeealsoGalatians
3.24; Romans5.1; Ephesians
2.8-9.
21Laws, pp. 128-33.
22Epistle, p. 50.
23

B etWeenEýrwlhandReaven, p. 42.
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The fact that all these charactersare subject to radical dualism,
owing to their extreme self-assertioný4suggeststhat in his searchfor the
antithesis of his anti-heroes,Dostoevskii would turn to an antithetical
theology. As a corruption of the original meaningof 'All things are lawful
for me' is the mainstayof his ideological heroes,it is plausibleto arguethat
the simple, unambiguouscall to ethical action and freedom from hypocrisy
have
Epistle
James
the
appealed to
would
of
which characterize
Dostoevskii in his attempt to depict a 'noaomrreni6Ho npeicpaCH161A
his
dualism
to
the
negative
and
of
self-assertion
ne=Beic' as an antidote
isolated
characters.
and spiritually
23
Myshkin-others
The central opposition of the novel, the
axis,
jealousy
harsh
in
the
to
this
theory,
and
greed,
speech
as contrast
supports
in
hero,
the
the
particularly the opening section of the
of
other characters,
novel, is driven by compassion, open-heartednessand generosity, and
speakswith the aim of increasingothers' understandingof the need for
these qualities. In this too he strongly resemblesthe 'wise man' of the
Epistle, standing out as avoiding the abusesof speech,as well as money
is
'Who
to
a wise man and enduedwith
and power, which othersare prey:
knowledgeamongyou? let him shewout of a good conversationhis works
with meeknessof wisdom' (3.13). The Prince also demonstratesthe ideal
of faith with works, as we seein his move to positive action to help Marie
in his story, and later Nastas'ia Filippovna, GeneralIvolgin and Ippolit in

24S. Askol'dov, 'Religiozno-eticheskoeznachenieDostoevskogo, in Dostoevskik Slat 71
materialy, tom 1, ed. by A. S. Dolinin (St Petersburg:Mysl', 1922),pp. 1-32 (pp. 3-10).
25SeeF. 1.Evnin, 'Myshkin i drugie', RusskaiaLiteratura, 3 (1968), 37-52 (p. 39).
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the real time of the novel; his is not a quietist belief-system which passively
assumesthat faith is sufficient in itself, but involves active participation to
relieve the suffering of others; 'yKa3aBnocTeneHHoHa KuA3A e oerxm6uu,
6y; xeT;XOBOJIJ6HO'
(ix, 252, author's emphasis).
Early in the notebooks for Idiot, before any fixed decisions about

either the characters or plot had been made, DostoevsIdi also wrote,
'XpHcTHaHHH HB TO xce BpeMA He BepHT.)TeoPcmeeuU0CMbay6oKorl
naMypbl. H3bIK a 3epKa,7e' (Ix, 185, author's emphasis). Although, as we
note above, it is impossible to justify privileging one comment amidst a
mass of frequently contradictory notes, this suggests that some of
Dostoevskii's concerns, even in the initial stages of planning the novel,
doubleness
The
James.
theme
to
those
of
and the tongue as
were similar
of
its agent are, as we have seen, major problems for the Epistle, while doubt
is also a central issue as it is a source and sign of double-mindedness, 'For
he that wavereth is like a wave of the sea driven with the wind and tossed'

(1.6). Doubt is moreoverthe central exampleof faith without works in the
Epistle, againstwhich tendencythe Old Testamentfigures of Abraham (2.
2 1), Rahab(2.25) and Job (5.11) are presentedas unwaveringin their faith
and demonstratingthis in their actions; 'Seestthou how faith wrought with
his works, and by works was faith made perfect?' (2.22). The fact that
James refers to righteous characters from the Old Testament, where
doublenessis depicted as being the fruit of sin, further reinforces the idea
that freedom from double-mindednessand doubt are the keys to an ethical
life; one should not forget that Job is a particularly important figure for
Dostoevskii, being a significant influence on Bratia Karamazovyand the
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26
ideals
Starets
Zosima.
Furthermore,Jamesalso employs the
religious
of
metaphorof the mirror 'for if any be a hearer and not a doer, he is like
unto a man beholding his natural face in a glass' (1.23). Significantly,
Dostoevskii marked this verse,which also pertainsto the problem of faith
without works, in his copy of the New Testament. Therefore, by
juxtaposing doubt, doubleness,the tongue and the image of the mirror in
his note, Dostoevskii demonstrates an instinctive awareness of the
interconnectionsbetween these issues and a certain sympathy, whether
consciousor not, with James' theology, suggestingthat he perceivedthe
relevanceof theseproblemsto the novel and in relation to eachother before
its form, plot or characterswere developed.
In the final text of Idiot, verbal communicationis, as we have seen,
central to the interactionsof the charactersand particularly to the impulse
to re-creation which stands as the primary basis for the protagonists'
scripting. Furthermore,the origin of the narrativeimpulse in the Fall is also
the source of man's dualism, which in itself has a strong linguistic
component,in the form of the serpent'slie which introducedambiguity into
27
communication. The contradictory impulses of Nastas'ia Filippovna,
Aglaia's conflicting signals to Myshkin, Lebedev's habit of working for
both sides in a dispute, and Gania's apparent change of heart at the
beginningof Part 11,followed by his later reversionto type, all testify to the
characters'dualistic tendencies.Although dualism is inevitable as a result

26See,for example,V. Liakhu,'0 viiianii poetikiBiblii
na poetikuF. M. DostoevskogO',
Voprosyfiteratury,4 (1999),129-143(pp. 140-41).
27Seeintroduction,pp.4143.
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of the Fall and man's loss of his original wholeness,the extreme forms of
double-mindednessexhibited in the novel lead to a bifurcation of the
scripting impulse, as the charactersare constantlybeing pulled in different
directions, both by the contradictory and incompatible elements in their
own psyche,and by the same factors at work in others. In particular, the
oscillations of Nastas'ia Filippovna and Aglaia with regardto the hero not
only indicate internal divisions, but also impact powerfully on his
consciousness.According to the principles of saintly scripting, which
strives for a solution to the problem of dualism by reducing the separation
he
both
between
to
the
must
attempt
and
other,
reconcile
self
and conflict
oppositionbetweenthe two women and the internal divisions within them.
However, his admission of his '; 1BORniemi6icim' also demonstrateshis
later descentinto dualism.
As most of the charactersin the novel are engagedin narrating in
one way or another, the presenceof lies and related abusesof speechin
Idiot gains additional significanceas a force for and a further indication of
double-mindedness,
as in the Epistle of James;in particular, the decline of
Myshkin, which is evident in his speech,for example in his dishonestyto
General Ivolgin and his inability to expresshis ideas at the Epanchins'
soirde,can be seennot only as indicative of his Fall but also as a shift away
from the ideal man James postulates,and a move towards the doublemindednessof the rest of society.
Lies, slander, gossip and harsh criticism account for a significant
proportion of the characters'communicationin the novel. As Miller notes,
practically every inserted narrative in the text contains some sort of
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falsehood,such as Aglaia changingthe initials on the poor knight's shield,
GeneralIvolgin's tall tales and Totskii claiming that a trivial story about
28
deed.
is
his
Outsidethe insertednarratives,the same
sexualrivalry
worst
is true; Lebedev's constant and meaninglesslies, even to the extent of
reversinghis nameand patronymic,are matchedby Aglaia's lies about her
feelings for the Prince and Gania, while Ippolit pointlessly claims to have
consulted Dr B-n, only to admit later that this is untrue (vi[4 165; 360;
322). Lies, which when they concern others are a sourceof conflict, also
introduce contradictory impulses and separate people from the truth
internally.
However, much of the characters'discourseis more ambiguous,as
the boundaries between lies, gossip and criticism frequently overlap, with
the result that the 'truth' is distorted and obscured; for example, Aglaia's
harshness towards Nastas'ia Filippovna has its basis in the rumours spread
about her, rather than any direct experience or knowledge but, as with
others' criticism

and gossip about her, serves to perpetuate a false

perception. This form of judgement by men of each other is a particularly
condemned as an abuse of speech in James, who asks, 'who art thou that
judgest anotherT (4.12). Furthermore, the irony of Aglaia's criticism of
Myshkin,

'Y

HecnpaBexmo'

Bac HemmocTH HeT: oxvia npaB;xa, cTaiio 6mTb, (Virý 354), lies in the fact that while only the ethically-

oriented hero is ready to judge with forgiveness and to be judged and
forgiven, and also sees that this is what others need for their self-

28.4ulhor,Narrator,
andReader, p. 10.
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affirmation (in particular Ippolit), othersin the novel are merely moralistic,
passingjudgement with no element of forgiveness,and without allowing
29
judge
them.
othersto
Another aspectof the questionof speechand its relation to truth is
seenin Rogozhin's story about the heroine in the opening chapter of the
distinguish
betweentruth,
to
are
unable
novel where, as outlined above,we
is
falsehood.
The
this
that as
consequence
main
of
and
runiour
outright
readers we feel unable to trust Rogozhin as a narrator, which both
is
happening,
know
'really'
to
the
and
what
undermines
reader's ability
figure,
his
later
to
shadowy,
ghost-like
which
adds
characterizationas a
suggeststhat he has lost all connection with the reality of the concrete,
everyday world. A similar problem occurs towards the end of the novel
from
he
As
to
the
omniscienceand the
away
moves
with respect
narrator.
direct representationof eventsand instead reports rumour, we have little
Myshkin's
as
relationship with
guarantee of reliability, particularly
Nastas'iaFilippovna returnsto the foreground;aswe are alreadyawarethat
the popular assumptionsof her promiscuity and of a sexualliaison between
them are in fact false, we have little reasonto believe that the eventswhich
the narratorreconstructsfor us from the samegossip-mongersare any more
accurate.Rumoursand gossipare problematic for human relations as they
provoke speculation, which in turn gives rise to ftu-ther potential
falsehoods,as well as mistrust betweenpeople; they are also problematic
for narrative, as they underminethe reader'sreferencepoints, accordingto

29See Cox, Between E4rth andReaven, pp. 179-80.
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which a coherent standardof truth for the literary text (within its own
terms) may usually be defined. When lies are the habitual mode of address
in a narrative, it becomesimpossible for either readersor protagoniststo
define any such standard.We seethroughoutthe novel that the characters'
interpretationsof eachother are centralto the structuringof the text, but the
high level of unreliable narration,owing to the presenceof hidden agendas
and contradictorymotives, introducesdoubt into the most straightforward
interpretation.Many of the protagonists'scripts for eachother are basedon
falsehood or mis-readings,which jeopardize interrelations as well as the
stability of the text.
Keller's article and the visit of the nihilists during which it appears
lies,
the
examples
of
slander,gossip and
provides one of
most consistent
harsh criticism in the novel. The article itself interweavestruth, half-truth
and absolute un-truth concerning Myshkin's inheritance and casts gross
aspersionson his, his father's, and Pavlishchev'scharacters(VU4217-21),
leaving both the readerand the other protagonistslistening awarethat they
have been presentedwith a wildly inaccurateversion of events,but unable
to provide a more accurute or fair account to counter most of its
accusations.Lies in the novel perpetuatelies, and the separationof reality
and its (false) representation,an indication of the abuseof speechand as
is reinforced.
suchan exampleof double-mindedness,
Moreover, lies are also a sourceof division betweenpeople which,
in the caseof the nihilists and Keller's article, makesit even more unlikely
that otherswill accepttheir point of view and act accordingly; co-operation
is neededfor scripting to succeed,and when it is withdrawn owing to its
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creator's false representationor abuse of the very person who is being
allocateda particular role, a script is almostbound to be rejected.
One of the paradoxesof scripting (and of dialoguein general)is that
it is founded on the impulse to self-assertion,but requires the active
participation of another.This participation cannotbe assumed,and is easily
lost as a consequenceof the dualistic nature of man. Myshkin in Part I of
the novel offers a more harmoniousalternativeof interaction for the sakeof
the other. However, he cannot rely on their willing participation either, as
the nihilists in this episodeare also trying to direct the narrative according
to their own script; the lies about Myshkin in Keller's article provide an
alternative past to the one we have already been given, forcing a slight
changein direction as the other characters'and the readers' perceptionof
the hero's goodness and capacity to improve the lives of others is
in
his
have
As
Myshkin's
confidence
mission and his
undermined. we
seen,
ideasis damaged,which threatenshis ability to act for the sakeof the other;
their lies and slanderintroduce doubt into his mind. Furthermore,the other
charactersceaseto trust him and suspecthe is not being open, particularly
after Nastas'iaFilippovna's first attackon Radomskii.
The confrontationwith the nihilists also highlights anotheraspectof
the abuse of speech and the dualism in which it results. Although the
political position of the visitors is never precisely defined, it is clear from
their words and their ideological opposition to Myshkin that they are
rationalists, as the main points of their argument concern not moral
obligation, but logic and rights: 'KTo 6hl HH 6bm BauiH CBHA=JIH, XOTA
6161H Banm ;Xpy3EA,Ho raK KaK OHHHe moryT He corjiacHTEcA c npaBom
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F3ypAOBCKoro

(rioTomy

qTo

oHo,

oneBIVIHO,

(Vic4 224maTemaTtmecKoe)'

225). Their credo, 'npaBo lqeJIOBe-iecKoe,
HaTypanHoe,npaBO 3ApaBoro
cmi6icna

H

bases
223),
(viii,
the whole of life within the
rojioca COBecTR'

sphere of the human, and repudiatesall notion of a divine or spiritual
dimension.
However, the heavy irony which pervadesthe scenedemonstrates
the fact that the nihilists
according

to their

own

are also guilty
rationalistic

of faith

beliefs.

The

without
rights

even

works,
of man

are

it
in
faith
their
the
to
them,
of
yet
reality
speech,
apparently an article of
degenerates into mere assertion of their own rights at the expense of the
other. Throughout

the episode, they repeat the word 'npaBo' like a mantra,

in
form
H
it
Part
31
in
8
the
times
of a
alone,
always
of
chapter
uttering
demand ('Tpe6yem,

'
(vilý
a
He
npocHm!..
Tpe6yem,
Tpe6yem,

224)) for

their rights to be respected ('M161B cBoem npaBe'), or as a denial of the
rights of others, such as, 'HmeJIH BBI npaBo', and 'Ho npna
npaBa He HmeeTe, nWa
216). Furthermore,
Burdovskii

He HmeeTe,

He mmeeTe!.. [ ... ] BLI He HmeeTe npaBa! ' (vm,

their insistence on being treated as equals and that

is not a charity case implies that they are democrats who do not

recognize social or financial
talks to the Epanchins'
Nastas'ia Filippovna

distinctions,

footman

yet in contrast to Myshkin,

as an equal and is unconcerned

who
when

mistakes him for a servant, the nihilists are affronted

at being treated in this way, complaining,

'ABa ýiaca nponiaTi6

B Bainerl

naKericicorl' and "A BaM He naKeril' (Via, 216). Despite their protestations of
equality, they are far from applying this principle

to others, and are thus not

backing up their belief with appropriate actions and words. In this sense,
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the 'Pavlishchev'sson' episodecan be seenas a modem, secularanalogyto
James' problem of faith without works; and as scripting demandsconcrete
action and interaction by all parties, the inability to translate words into
deedsseverelycompromisesthe ability of these charactersto imposetheir
ideology onto the text or persuadeothersof the merits of their script.
Burdovskii's and his associates'persistentdenial of others' rights
Whilst asserting their own demonstrates the distinction that they make
between self and other, which causes conflict between the two camps. It
also exposes a lie at the heart of their beliefs, as although they claim to
defend the rights of man, they in actuality are defending only self-interest, a
discrepancy which implies double-mindedness. The tendency to falsehood
and self-deception is also illustrated in the visitors" mistrust of others, as
they presume that everyone, like them, is prone to deception: 'Hy, KH313b,
Bhl oqeHb He CHMH161
B apHým=Ke,

HaK ywe oqeHi6 CIMMI,

XOTh H

npeAcTaBjmffeci6 npocTAqKom' (VIEý 228), and ' 3TO HAH YW CJIHDIKOM
I (viEý 235). Lies thus cause division
HeBHHHO,
HAHYXCCMU[IKOMJ1OBKO
...
through perpetuating distrust, and undermine the potentialities of scripting;
in projecting their assumption that deceit is the norm onto Myshkin, the
inflexibility of the radicals rules out the possibility of unexpected reactions,
and are therefore unable to respond spontaneously. It is for this reason that
their script for the novel fails, and the group quickly returns to the
background.

Moreover,the mathematicaland logical formulae the nihilists useto
supporttheir caseare shownto provide an inadequatebasisfor valueswhen
their caseis disproved.Having set out Burdovskii's claim purely with the
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intention of securing Myshkin's agreementthat they are logically in the
right, their argumentcannothold good when one aspectof it is found to be
faulty. The logical conclusion of their claim, when the new proof that
Burdovskii was not Pavlishchev'sson at all is introduced,is that the Prince
has no moral obligation whatsoeverto settle. When a single factor in an
equation is proved to be untrue, the rationale of their entire argument
disintegrates.
The mathematicaland logical stanceof the nihilists is therefore an
intellectual analogyto the railways/sciencemotif discussedabove,as both
tendenciesprioritize a rationalistic basis for life at the expense of the
spiritual. The two strandsare connectedfirstly in the fact that episodewith
'Pavlishchev's son' pivots on the issueof money, but more significantly in
the other characters'discussionsof the moral implications of the radicals'
ideas. When Lebedev compareshis nephew to Gorskii, he establishesthe
link betweenrailways, mercantilismand murder, and this idea is continued
when he characterizesthe visitors' political views thus: 'Tenepi. ywe
c, qHTaeTcA

HHnpe;x

nPAMO 3a

KaKHmH

To yx

qero-HH6yAb
3axoqeTcA,
npaBo,qToeciiHoqeHi6,
XOTA 6bl

He ocTaHaBimal-fiCA,

nperpa;lamH

YKOKOIIOIHT]6 nPH 3TOM Bocem6nepCOH-C'

IIPRLIMOC16

(VHI,214).Myshkinconfirmsthe

connectionevenas his compassion
and gentlejudgementtemperedwith
]FopcKHeHAaHHJIOBLI

forgivenessleadhim to denyit; 'YBepRwBac,4To
a3TH

Toimico
ciryqaH,

TOJI16KO...

(VI9,214).
oum6aioTcA'

The twisted logic that Doktorenkousesto 'prove' that
qTo
'Bcd
npHHwm', and
paBHo,

cTo,

-iTo

ABecTH

'BaxceH

' when
nATb;
xecAT,

challengedaboutthe moneythey have (or rather,havenot) returnedto
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Myshkin, is compared by Radomskii to the utilitarian defence of the
Gorskii case (Vii4 236), and the expos6 of the moral consequences of
nihilism and rationalism is completed by this character and Mrs Epanchina.
The latter seesthat the radicals have lost their 'binding idea', as '13Bora He
inevitable
238),
(vii4
XpHcTa
that
the
and
suggests
BepyIOTV
He
BepyioT, B
is
murder: 'OH AeHer TBoHx,; xecATH
on
values
result of a reliance
earthly
TLICAq, nOXCaJIyR, H

H BjiHeT

Hx H3

no

COBeCTH He B03E-meT,

H

a HoqbionpHAeT 3apeweT,Aa

110 COBecTH BmHeTI

inKaTymm.

9To

y

He
Hero

6ecqecTHol'

(vmý 237). Furthermore,her outburst containsechoesof Rogozhin's knife,
his interest in Myshkin's story of the murderer,and his attempt to kill his
'brother' and rival. Although Rogozhin operatesat the opposite extreme,
in
both
total denial
two
the
as
end
pathsconverge,
with no rationality at all,
of the other and moral cannibalism.Radomskii makesthe connectionmore
explicitly: 'BEi ram
KpOKOAMOB

oT

KOHceiKBeHThi:

[
...

] OT

CHRM AO

npaBM

THrpoB
npaBa

H

ropcKorO
AaHHNOBa
H
He;xajieKo',as
H ;xamce
;to

3Toro;iejia

Ha
nepecKOqHTE,
npAmo
moxceT

cHina,
To
ecTh
npaBo

H JMIIIHOrO 3aXOTeHHA, KaK, Bnpogem,
Ha npaBo eAmumoro KynaKa
H oqeHi6 qacTo KOHqajroC]6 Ha CBeTe. OCTaHOBRACA We r1py; JOH Ha

cammenepe;XOBme
i3oMiymHorme
npaBecHam.B amepHKaHcKyio
qTo
niiaHTaTOPOB,
B
TomqHcne,
B
nOJE63Y
im6epaimo61mwmce6A
6mn,
6ejioro
CyTh
HmKe
nnemeHH,
a,
crano
npaBo
Herpm,
Herpm
CHMI 3a 6ejaam... (Vill, 245).
Thus through the nihilists' assertion of their rights and Lebedev's
exposition of the loss of a 'binding idea', alongsidethe recurring motifs of
contemporarymurder casesand money,Dostoevskii introducesinto Idiot a
broad set of interrelated ideas illustrating the continuing relevance of
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James' themes of the abuseof wealth and speechand the divisions they
cause,both internal and external.
The themeof double-mindedness
standsout in the Epistle of James
30

as it is part of the Jewish tradition going back to Genesisand the Fall,

is
have
impulse
the
the
seen,
origin
of
narrative
also,
as
we
which
which is
vital to the protagonistsof Idiot. Lies and related examplesof the wrong
use of speechare therefore not merely a further indication of the Fall, but
are also significant in the processof scripting in which the protagonists
inimical
brand
falsehood
Myshkin's
Gossip
to
generally
and
are
participate.
of saintly scripting, for although they are motivated by the need for selfassertion,they divide people inwardly from the truth, thus reinforcing the
dualism which is the main featureof their fallen status.Although 'truth' is
in someways an unimportantconceptin relation to scripting, as the whole
images
depends
the
of themselvesand others
process
subjective
more on
that the charactersare projecting than on any 'objective' reality, false or
abusive speech places characters in opposition to each other, thereby
undermining the mutuality and interactive nature of scripting; without the
is
for
true self-affirmation,
the
needed
active participation of
other, which
the script a charactertries to project will fail.
It is for this reasonthat althoughmany of the charactersparticipate
in aspectsof the scripting principle, such as the narrative impulse and the
drive to presentthe personalitythey wish to others,we generallydo not see
the whole process,as it is frequently halted owing to the inflexible and

30SeeLaws, pp. 34; 58-61.
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coercive practices of the protagonists. Thus through alienating others,
Burdovskii and his associates,Gania, his father and, to a certain extent,
Aglaia all find that co-operationis withdrawn and their scriptsliterally have
nowhere to go. This is why the stories of many of the minor characters
occasionallygravitateto the surfaceonly to disappearagain,as they cannot
maintain a consistentplace in the consciousnessof another.For example,
after threateningto be a strongforce in Part I, owing to his role in Totskii's
script for Nastas'iaFilippovna, Ganiarecedesinto the backgroundand fails
to make an impact in the rest of the novel, while in the scenewith the
nihilists, the hero, abusedby Keller's article, refuses to play the weak,
capitulating role the visitors have in mind for him (although he equally
avoidsthe more aggressivestanceMrs Epanchinaand Aglaia would prefer
to see), which foils their plans and prevents them from occupying a
lack
in
This
the
the
novel.
of
of assentis a
prominent position
remainder
common theme; others do not acceptthe stories that Ferdyshchenkoand
General Epanchin tell (vii4 124; 127), while Nastas'ia Filippovna also
refusesto participatein thepetit-jeu in a normal way. As we shall see(pp.
302-4 below), Ippolit is also alienatedby the failure of others to take his
confessionand suicide attempt seriously(which is one of the reasonswhy
he turns from Myshkin to Rogozhin) and, in the fmal analysis,Nastas'ia
Filippovna doesnot consentto the role the hero offers her. Lies and harsh
speech,whilst appearingto be a short-cut to self-assertion,fail to take
account of the negative impact they have, which frequently leads to the
other's self-assertionrather than consent,and are thus responsiblefor the
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failure of many of the characters' attempts to project a script onto the
novel.
The two central figures, Nastasia Filippovna and Myshldn, offer
alternativesto this trend and different solutions to the paradoxof the need
for self-assertionand the needfor the other. The heroine,as we have seen,
is in large part a successfulscripter,as sheachievesthe final aim of one of
her scripts and influencesthe preoccupationsof others for long periods in
the novel. Paradoxically,however,one of her main meansof achievingthis
control is through slanderand gossip,as she turns others' lies about her to
her own advantage,presentingherself as the infernal, capricious woman
most of them imagine her to be, and damningRadomskii both by drawing
attention to an apparentassociationwith her and through further use of
gossip.Sheusesthe featuresof unreliablenarrationfounded on rumoursto
retain her unfinalizability and to increasethe uncertaintyand uneaseof the
other protagonists.
In Part I of the novel the Prince, in contrast,tries to presentan ideal
model of scripting which is honest and avoids harsh speech and selfassertion, but rather uses gentle persuasionto encouragethe other to
participate. While Nastas'ia Filippovna's perverse version of scripting
reinforces her essentialdualism, Myshkin's saintly scripting demonstrates
through his avoidanceof lies and attention to the other's need for selfaffirmation the potential of the processfor the ultimate aim of overcoming
double-mindedness
and re-creatinga higher reality by recoveringa senseof
pre-lapsarianwholeness.
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However, after the six month gap we also see the decline of the
hero's anti-dualism, which arises as a result of his 'ABOrfflbiem]61CJIH'.
It is
evident in his failure to express his ideas at the Epanchins' party, and also
in the fact that far from helping Ippolit and General Ivolgin, as he intends,
he makes matters worse for both, as his compassion is compromised.
Although in the projection of his saintly script in Part I Myshkin shows
himself to be a competent participant in the process, he is thrown totally off
course by the force of Nastas'ia Filippovna's Manichaeistic scripting and
the pressures introduced by the material world and the prevalence of harsh
speech. This leads him to focus more on worldly preoccupations and results
in assertion of the ego and corruption of his ideal. Consequently, he loses
the ability to persuade others to participate in his script; Aglaia disputes and
denies his ideas, and Ippolit

and Nastas'ia Filippovna both turn to

Rogozhin in the end.

Given the similarities between the themes and oppositions of the
two texts, another noteworthy aspect of the Epistle of James is worth
addressingin respectof possiblelinks to Dostoevskii's novel: it containsno
31
divine
figure
Christ
Resurrection.
This
or the
reference to the
of the
feature seemseven more curious in view of the fact that authorshipof the
letter is generally attributed to Jesus' brother, who had a conversion
32
ChriSt.
This anomalywas in
experienceas result of seeingthe resurrected
part responsiblefor the theological disputes which preventedthe Epistle

31SeeLaws, p. 3.
32SeeI Corinthians15.7.
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from becoming part of the New Testamentcanon until the comparatively
late dateof the fourth century.33It is also the main reasonwhy it standsout
asbeing qualitatively different from other books of the New Testament.As
Idiot is so close to James'theology in many ways, the implications of this
absence for our interpretation of Dostoevskii's attempt to portray a
&nojioxHTeJ116HO
qeJ1OBeic'
are worth examining.
npeicpacHi6irl
In a further parallel betweenthe two texts, Idiot equally lacks any
faith.
In
to
the
as
a
reality
resurrection
and
a
source
of
substantial reference
the major image of Christ in the novel, the Holbein painting, the possibility
of resurrection is specifically absent, as Ippolit's critique shows, while
Myshkin's comment, 'Aa OT 3TOrl Kapnmbi y HHoro ewe Bepa mo)KeT
', and Rogozhin's mysterious reply, 'nponaAaeT H TO' (VIII, 182),
nponacTE,
in
lacuna.
Likewise,
the stories of
to
this
the
consequences of
point
executions, as we have seen, the hero also emphasizes the fact that the idea
of resurrection or an afterlife is missing (see pp. 149-50,159-60,165),
death
Lebedev's
and the fourth
apocalyptic vision ends with
while even
horse, not the 'new heaven and new earth' of Revelation 21.1. The only
positive reference to an example of resurrection is in General Ivolgin's tale
it
Private
Kolpakov,
the
to
the
of
event,
owing
meaninglessness
of
where
being divorced from faith, is highlighted. 34Furthermore, although Myshkin
talks of 'resurrecting' Nastas'ia Filippovna, he is thinking

in purely

symbolic terms of a spiritual rebirth into a new and better life, both in the

33Davids, p. 7.
34SeeMeerson,'Ivolgin andHolbein', p. 202.

288
novel and in notebook entries, for example, 'OH nepeBOCrIIMIBaeT
H[acTacE.io]

(D[IUIHrMOBHY] H BocicpeLuaeT ; Wmy'

(iX,

246).

The

Resurrection of Christ, the vital event for the Orthodox church, is absent
from the theology of the novel, as it is missing from the beliefs of most of
the characters, a fact to which Lebedev's interpretation of the Apocalypse
and bemoaning the loss of a 'binding idea', the nihilists' demand of their
rights, and Mrs Epanchina's 'B Eora He BepYI0T,B XpHcTa He BepyioTl'
(vir4 238) all testify.

In the absenceof any mention of the Resurrectionor the Pauline
doctrine of Grace,faith and salvation in the Epistle of Jamesare revealed
through the simple values of honesty, opennessand compassionfor the
in
ideal,
2.
In
in
Myshkin's
chapter
as
examined
needy,which are mirrored
in
the
fact
Prince's
to
originates
the
that
the
reality
another
access
spite of
is
fit,
faith
demonstrated
his
his
before
light
he
too
moment of
experiences
in his actions, as we see in his attempts to help Nastas'ia Filippovna,
Ippolit, General Ivolgin and others, and in his general concern for the
humiliated and weak; Myshkin, particularly in Part I of the novel, is
imbued with the ideal of 'practical Christianity' (iX, 268). Whether or not
Jesus'brother was the author of the Epistle, the fact that it is in his name
gives its theology the subtextof James' conversionexperience,suggesting
that while this was the sourceof his own faith, it was not to be seenas an
indispensablepart of the transmission of that faith to others. Similarly,
Prince Myshkin is inspired by a religious experience,but it is his actions
arising out of his vision of a higher reality that constitutethe expressionof
his faith.
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The frequent comparison of Prince Myshkin to Christ (particularly
as portrayed in John's Gospel)35is, as we have seen, problematic, as it fails
to take into account the change that occurs in the hero and the deterioration
of the ideal he represents as the novel progresses. Moreover, Myshkin does
not resemble Renan's rationalistic interpretation of Christ, as although the
hero of Idiot is clearly not divine, he does have access to an authentic,
irrational, religious experience. He compares this experience to Christianity
his
but
his
Islan-4
than
metaphorical
rather
organic,
and
and
references are
is
instead
divine.
It
is
linked
Christ
to
the
a moment of mystic
or
vision not
insight into the nature of spatial and temporal reality which is personally
convincing and informs his actions. Renan's humanized 'Christ'

is

XpHcTa
impossible, as 'HeBepHe B BormomeHHe H 6oxcecTBeHHOCTh
BocicpeCHYT]6
He
HeH36exmonpHBoAHTic ((MepmeoAfyXPUCMY)),KOTOPMA
36 However, Myshkin,
as an ideal in the early part of the novel,
moxceT'.
does not reinforce Us theme, but rather offers an alternative to it. 37

Therefore in his ideals and in the ethical alternative he presentsto
the double-mindednessof the rest of society, Myshkin is a 'natural
Christian', a

'xpHcTHaHHH-rymaHHcT,

35See,for v=ple,

BHOCHT16
cTpemjieHHeM
oAepxcHmi6iR

Ermflova, Taina, p. 5.

36 1. k Kirillova, 'Khristos
v zhizni i tvorchestve Dostoevskogo', in Dostoevskil:
mateddly i issledavanfia, 14, ed. by N. F. Budanova (St Petersburg: Nauka, 1997), pp. 1825 (p. 24); see also Ludmilla Koehler, 'Renan. Dostoevskii and Fedorov'. CASS, 17
(1983), 362-71 (pp. 362-63), and B. N. Tikhomirov, '0 "khristologii" Dostoevskogo', in
Dostoevskik materialy i issledovanfia, 11, ed. by E. A. Smimova (St Petersburg: Nauka,
1994), pp. 102-21 (p. 105).

37SeeWoronzoff-Dashkoff,p. 64.
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CBeT H A06PO

BO BCAKYTO ; 1Y1U%38Who

the 'wise man'
stronglyresembles

of James'practicaltheology.TheEpistle'soppositionof the wise andthe
double-minded
providesan extremelytelling comparisonfor Idiot, as in
PartI of the novel,Myshkin'sability to speakwiselyandlack of interestin
moneyare in sharpcontrastto the lies, criticism and greedof others.His
later decline into double-mindedness
occurs largely as a result of his
inheritanceand the force of the abusivewords and divisive attitudesof
those aroundhim. Thus in the courseof the novel, as in James,we seethe
ideal, the difficulty for men of maintaining it in the face of worldly
temptationsand problematic self-other relations, and the consequencesof
the total absenceof the ideal for humanbehaviourand interaction.

M SELF AND OTHER IN DOSTOEVSIUI'S AESTHETIC ACTIVITY: IPPOLIT,
THE NARRATOR, AND THE COLLAPSE OF THE SAINTLY SCRIPT

fall apart;the centrecannothold.
Thmngs
W.
B.
Yeats,
'The
Second
Coming'
-

The comparison of the Epistle of James with Idiot has shown the
importanceof interactionon the ethical level, and highlighted the difficulty
of reconciling the impulse to self-assertion,which underlies scripting and
has its origin in the dualistic nature of humanity and the tendency to

3' Vladimir Kotel'nikov, 'Khristoditseia Dostoevskogo', in DostoevsIdl I
mirovaid
kul'tura, 11, ed. by Karen Stepanian and others (St Petersburg: Serebrianyi vek, 1998), pp.
20-28 (p. 26).
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beings,
for
from
fellow
the
simultaneous
need
with
oneself
one's
separate
the other to confirm one's self-image.The significance of interactivity and
the impact it has on the charactersand the dynamics of the text is most
Myshkin
Filippovna's
influence
Nastas'ia
in
fatal
the
script
on
of
evident
humility
hero's
in
fact
but
the
Rogozhin,
that
the
and
compassion
also
and
deteriorate after sustainedcontact with the pride and obsessivenessof
others.
Bakhtin's conception of the human personality centres on the

foundation
interaction
for
the
dualism
the
of
as
need
and
problem of
dialogue:
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Bakhtin posits dialogue as an ideal of self-affirmation arising from co-

40
hannonious
interaction.
This
a
unity with the other
suggests
existenceand
in

a polyphonic 'mmp

39Problemy, pp. 306,3 54.
40Problemy, p. 47.
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However, very few
COIIp3DKeHHbIX
cmmciioBLixqciioBeqecKHxC03HaHHA'
.
readers would agree with the idea that harmonious co-operation forms the
basis of works where the vast majority of interaction involves dispute,
violence, coercion, violation and withdrawal, on the verbal, physical and
emotional levels. While Bakhtin addresses polyphony as an ideal, the
novels themselves depict the varying ways in which polyphony breaks
down and dialogue is distorted and corrupted (a fact which Malcolm Jones
takes as the starting point for his illuminating study Dostoyevsky after
42
Bakhtin).

One of the resultsof concentratingon the ideal model of interaction
is that it fails to take fully into consideration the nature of the problematic
relationship of self to other and the effect this has on the text. Given the
huge gap between the ideal self-other relations we see emanating from the
Prince in Part L and the frequently disastrous interactivity of the other
characters and of Myshkin later in the novel, the theme of the breakdown of
interhuman relations is evidently of extreme importance, particularly as this
interaction is the locus of the idea which is central to the development of
the Dostoevskian hero: 'cýepa ee 6wTHAiie HiummulyajmHoe C03HaHHe,a
43
AmajiorHqecicoeo6meHHemew-AyC03HaHHAmW.

The abovecomparisonof Idiot with the Epistle of Jameshighlights
someaspectsof this fundamentalrelationshipand its breakdownin terms of
the relation of man to man. As Idiot is a fictional narrative, and one in

41Problemy, p. 163.
42pp. 6-7.

43Problemy,p. 147.
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which narratingplays sucha prominent- and interactive- role asthe major
scripting strategyof many of the characters,it is also necessaryto examine
the self-other opposition in terms of the relation of narratorsto characters,
as it is through the direct mediation of dialogic interactivity by the
author/narratorthat the charactershavethe potential to come into being and
achieveselfhoodwithin the text. For this reason,we shall turn to Bakhtin's
earlier work, 'Avtor i geroi v esteticheskoideiatel'nosti', in which the
different perception of self and other is fundamentalto the formation of
44
hero.
depiction
of the
ethical relationshipsaswell asto the author's
In 'Avtor i geroi', Bakhtin characterizesthe essentialseparationof
self from other as a differenceof perception:
3TOT

ico BcAicomy Apyromy
UO omomemio
o6ycjioBeH
neinaeicy u36bimoK moero BHAeHRA, 3HaHHA, o6=aHHq
moero meCTa B MHpe: BeAb
eAmcnemocnio
H Hemmecwmocnio
coBoKynHocTH
B AaHHori
Ha wom
meCTe B 3TO BpeMA
Bcer; ta HaMPHILIA

o6cToATejibcTB
43
meHA.

A e; xHHcTBeHHMri Haxo)Kyci6 - Bce ApyrHe MAR

BHe

The result of this is that one perceives oneself from within as unique,
unfinalized and open,Whilstperceivingothersfrom without as a completed
46

is
This
'y6e;
and
z=JI16Hoe nepexmBaHHeqeJIOBeqecicoftKOHeqHOCTH"
.
linked to Myshkin's aesthetic ideal of seeing as the foundation of ethical
activity. Only through looking and sympathetic co-experiencing can one
47
being
inspires
For
in
this
the
the
the
moral
an
perceive
other.
self

44in Fstelika slovesnogotvorchestva,pp. 7-180.
45'Avtor i gero?, p. 23, author's emphasis.
46'Avtor i geroi', p. 34.
47See Woronzoff-Dashkoff, p. 17.
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acceptance of the other's feeling of their own uniqueness and
unfinalizability, and in the caseof Myshkin in the opening chaptersof the
novel, leadsto him encouragingothersto achieve selfhood on the concrete
level of interaction, in line with the principles of his own saintly scripting
and with the fundamentalimpulse to scripting of all the main characters.
This 'excess of seeing' has social and ethical implications, but these are
secondaryresultantsof a primary existential dilemma, a fact which is well
illustratedby Ippolit's 'Neobkhodimoeob'iasnenie'.
Alienation and isolation, in other words separationfrom others and
the world, the central theme of Ippolit's narrative, arise from the
consciousness
of the personalproximity of death.As Bakhtin states,
XM3HH

3HaqHMOCI'H

He
Co6Em4A

B

lienoe moerl
HmeeT
icoweiccn
moero powixeim,
moetixca3HH.
npe6]6lBaIM

ileHHocTHom
ueHHocTHoro

H, HaKOHeil, moeil cmepTHCOBepiuaioTcA
He Bo
OM011HOMILMIrl
H
He
meHA.
mHe
Bec moerl XCH3HH 8 ee ye-qau
ivm
48
He cyiuecTByeTAjTA meHAcamoro.
B MHN

This is because'cyiuecTBeHHoe3HaqeHHeHmeeTaHTHuRnawm
cmepTHAnA
3cTeTnqecKorO

;xpyroro
CMbICJIOBW

3aBepiiieHHAqejioBeiKa

KaK HeH36excHyio
HeyAaTlyBcerl xmiiti,

[

] Mbi npeABocxmgaem cmepli,
...

CM]61CJIOBYW

co3AaBaA

HeocymecTBjieHHOCTh,KaK
raKHe ýopmm oupaB;IaHHAee,

KoTophie OH cam co CBoero mecTa nPHHtumHanbHO

Hanm

He

49

moxceT'.

Facing death for Ippolit signifies facing the immanent inevitability of being
finalized by others without having the chance to make his mark in the

48'Avtor i geroV,p. 93,author'semphasis.
49 'Avtor

i gero?, p. 114.

295
world in order to turn the judgements of others in his favour and allow him
a degree of self-finalization. IUs lamentation at his failure to afflirm himself
in the eyes of others is anguished: 'A xoTen 6hrrj6 AeATenem,A i4men
npaBo... 0, rcaKA mHoro xoTejil', and 'mmaKoro-TO BocnomHHaHHAHe
IN 3Byxa, im cnejxa, HH oAHoro Aena, He pacnpocTpaHHn
cymen OCTaBHTb!
HH OAHOrOy6e=eHm!.. ' (VIH, 247-248). This illustrates his desire to
by
death
fact
his
impending
the
claiming for himself the
overcome
of
immortality of controlling the memories of others according to his own
self-image, and his 'ob'iasnenie' is an attempt to script this self-definition
into existence. He emphasizes the fact that he is setting up a loophole in
advance of his death with his comment, 'He XO'qyYXOAHT6,He ocTaBHB
CITOBa
B oTBe-r'(via, 34 1).

Ippolit's narrative focuseson various aspectsof the separationof
isolation
from
human
his
for
Meier's
and
wall
self and other,
preference
beings is noted (vm, 322), and his alienation from nature is equally evident
in the fact that he sees everything as 'Bam, not 'Hain" or 'moft', and
believes, 'oAHoro meHA CIqeJI3a nHmero'

(VM, 343). Furthermore, the

cruelty of his reaction to Surikov over the death of the latter's baby reveals
an absence of compassion and fellow-feeling,

mirrored by the callous

cheerfulness with which the nihilist doctor Kislorodov pronounces Ippolit's
death sentence (wý

323-329). He also proposes a partial solution in

individual charitable acts as a means to re-establishing personal contact
with the other, in line with Myshkin's belief in good deeds, although the
story of his own good deed seems not to achieve this and he remains distant
throughout the episode. Ippolit's meditation on personal acts of charity
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raises a further problem for those rapidly approaching death; there is
literally not enough time, so he has to choose a good action which is
fnomejm,qe H iKoTopoeB moHx qpeckm6ar' (M

336, author's emphasis).

As his time runs out, the possibilities of maldng his life significant in the
eyes of others and himself diminishes. Impending death in fact leads
logically to the other extreme, absolute self-assertion and denial of the
other: ',qTo ecnH 61bimHe mpyr B3Aymajioci6Tenepy.y6HTi6icoro YrOAHO,
xoTb AecRThqenOBejc
pa3om' (vm, 342).
However, the fact that Ippolit's

fundamental problem in relation to

his 'I' is existential as much as it is practical is revealedin his dreamsand
in his response to the Holbein painting 'Christ in the Tomb'. The
implications of the naturalisticdepiction of Christ's death,which destroys
faith in the possibility of the resurrection,are well known, but Bakhtin's
discussionof Christ pointsto anothersourceof existentialangst.The Christ
of the Gospels,accordingto Bakhtin, is the perfectof exampleof the ideal
self combinedwith the ideal other, echoingDostoevskii'ssentimentsin the
diary fragment'Masha lezhit na stole':

6ecicomtmorl
cTporocTH
x
ce6e
c(uuncu3.
ua,
mutiecKwo
6e3yKOpH3HeHHowcToro
oTHoiueHHA
IC
camomy
ecTh
menOBeicaTo
6o6poMO10
ce6ecamomy,
c qmutiecKu-,
Kztpyromy:
qcmemuttecKoio
[ ]
3AeC16 BnepBme ABHjiocj6 6eCICOHeqHo
q-6m-ce6.
q
yrwy6iieHHoe
...
A06PM
6e3mepHO
x ApyroMy,BomatoweeBCIOnpaBAy
;Ipyromy
cHHTe3

m

moBomy, pampimmmee H Tmepmaimuee Bcio nojmoTy
0
0
iieHHocTHoro CBoeo6pa3HAApyroro.

" 'Avtor i geroi', p. 51, author's emphasis;on Dostoevskii's
contribution to this subject,
seepp. 189-90above.
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The image of Christ is important not only because it provides a
paradigmaticmodel of the ideal relation of self to other, but also becauseit
reflects man's relation to God. As Coatesstates,'in becomingman, Christ
savesGod from the necessaryneutrality of a disembodiedconsciousness
and allows him to participate fully in the world'; through His becoming,
Christ concretizes the relation of man to God as the central I/Thou
51
orientation.
The denial of Christ's divinity in the Holbein painting removesthe
possibility of experiencing these ideal relationships for Ippolit, and it is
perhaps for this reason that he comments, 'B icapTHHewe PorozGma o
icpacoTeH cjioBa HeT' (viii, 338). The stark realism of the painting leaves
52
for
interpretations.
1ppolit seesnot only the
no room
other possibilities or
loss of an ideal to emulate but also, and more importantly, the implications
of the loss of these relationships for his own selfhood; without Christ (as
Ideal Other) and God (as Absolute Other), he has no pre-existing other
outside himself affirming his T in all its unfinalizability. The possibilities
of self-affmnation are diminished owing to the partial and judgemental
nature of men, who are all equally seeking to confirm their selfhood,
leading inevitably to conflict and the self-assertion of some at the expense
of others, a situation which we have already witnessed in the novel in
Burdovskii's gang's insistence on their rights, in which Ippolit participated,

51Christianity in Bakhfin. God
and the FxiledAuthor (Cambridge:CambridgeUniversity
Press,1998),pp. 35,38.
32SeeMurav, Holy Foolishness, 83.
p.
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and consequentdenial of others' rights; the painting therefore confirms
what hasalreadyhappenedto Ippolit
The dreams with which 'Neobkhodimoe obiasnenie' begins and
ends are also linked to the question of the ideal other. Hollander points out
that the trident shape of the monstrous scorpion in the first dream
symbolizes the Antichrist, and that the struggle with the dog recalls Christ's
battle against the Antichrist; Norma emulates Christ's ideal otherness
53
her
though
act of self-sacrifice. Bethea notes that in his critique of the
Holbein, Ippolit sees a reversal of his dream, as nature is now 'B BHAe
icaKorl-HH6yAE,rpomaAHorl mamHHe HOBeRmero ycTpoRcTBa, xoTopaA
6eccmmcjieHHo 3axBaTHaa,pa=poftia

H norjioTHna B ce6A, rjlyXO H

54
6ec,qyBcTBeHHo,
6ecileHHoe
(VR
339).
In contrast
cymecTBo'
Bemwoe H
to the earlier dream, where the scorpion is crushed in Norma's jaws, now
Christ is being crushed and devoured, with no ideal other to save him.
Bethea comments on the parallel of Myshkin's

arrival at the end of

the scorpiondreamand the appearanceof Rogozhinafter Ippolit has been
thinking about the Holbein, suggestingthat the first instance implies
55
forcefully
denies.
The
meaning and resurrection, which the second
meaninglessness
of Rogozhin's 'visit' lies chiefly in the fact that he is
silent but mocking (vm, 340); the ideal other is replacedby a nightmare
other,who refusesto participatein any dialogueand finalizes Ippolit with a
humiliating glance,thus destroyingthe possibility of self-affirmation. The

53'Apocalyptic Framework', 135.
p.
54SeeShape
OfAPOCa4
Vse, pp. 98-99.
55SIhipeofApocal)pse,
pp. 98-99.
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6cTpaFiHi6ie,
o6H=muuie meHAýopmE-i' (vEa, 341) to which life is reduced
for Ippolit therefore indicate the disastrous nature of the absence of the
other for the continuing confirmation of the 'I'. The breakdown of the
embodied world and the confusion between dreams and reality which
afflict Ippolit as a result of his loss of essential contact with the other are
also evident in Rogozhin who, as we have seen, turns into a ghostly figure
after the gap between Parts I and II. The otherness of Rogozhin, which has
its origin in Nastas'ia Filippovna's treatment of him, undermines his ability
to participate in concrete reality. Ippolit's strange dreams and Rogozhin's
loss of contact with the physical ground of being are similar to
Svidrigailov's grizzly nightmares and Stavrogin's and Ivan Karamazov's
devils. The loss of the sense of interconnection with others is responsible
for the disastrous fates of many of Dostoevskii's protagonists.

Bakhtin

states

'3cTeiuqecKa3i

that

ocyiuecTBmmacE,HmmaHeHTHo
rWTHBocTaBjieHRe31H t)PY0000.

OAHOMY
56

C03AaHHIO,

ReHHOCT16
H

He

crmoulb

AonycicaeTcx

The ideal relationship of author to hero

is analogous to the relationship of God to man, as it allows the character to
experience his own selffiood rather than imposing otherness on him.
Ippolit's narrative is therefore not merely an attempt to define his position
in the world, but is also a bid for selfhood through becoming a narrator and
scripting himself into the novel in order to control its direction. Like
Nastas'ia Filippovna, he is aware of the conventions of the genre,
commenting, 6BceCOUUIOCb
H YJTaAIUIOCb,
icaic6YATOHapo'qHo6bmo IKTOMY

56'Avtor i
geroi', p. 58, author'semphasis.
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upHroToBjieHO,PeUMeJI16HO
TOqHOB pomaHe' (viii, 333). Nfiller notes that
Ippolit frequently echoes the words and ideas of the narrator, reversing the
57
degree
normal relationship and suggesting a
of metatextual awareness.
Just as the heroine fights against outside determination and finalization, so
Ippolit instinctively feels the inadequacy of his characternessand strives to
free himself from it through narrative self-determination; he makes a drama
58
his
in
become
director
to
out of
exclusion
order
a
rather than a puppet.
While Kirillov in Besy proposes to kill himself in order to prove that God
does not exist and to become a god himself, Ippolit's narrative and its
denouement, his planned suicide, are conceived to prove the unreality of
the narrator and to make himself a narrator; his is primarily a metatextual
rebellion.

'Neobkhodimoe ob'iasnenie' attemptsto achieve his aims by reconfiguring self-other relations, placing Ippolit, the new author, at the
centre as a self, and is directed towards the other both inwardly and
outwardly. The inner orientation of the narrative is formulated as a polemic
with another's (Myshkin's) ideas; Ippolit says that he conceived of it after
meeting the Prince at the incident with Burdovskii, and admits, 'mox(eT
6MTL, A npHe3xcaJIB rIaBjiOBcic,rnaBHoe, qTo6m ero yBHAan' (VIEý 322).
As noted above, Ippolit mentions all of Myshkin's ideas, but uses ironic
distance to separate himself from the original source. In belated reply to
Lebedev's impassioned question ',qeMB161
cnaceTe mHp' (vm, 3 10), Ippolit

57Author, Narrator,
and Reader,p.214.
58As Monas states,'Threshold', 80.
p.
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asks, 'rIpaB; xa, KIMb,
[

TrO B161pa3 rOBOpIUIH, WO mHp cnaceT <<icpacoTa))?
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mHp cnaceT

our

the Prince's

as he attempts

to

hero. 60

willingness

to cede selfhood to the other makes him an

easytargetfor Ippolit. Much more problematicis the outwardorientationof
his narrativeas, like all other bids for selfhoodin the novel, it is subjectto
the consentand participation of others, namely his listeners. He uses a
number of scripting strategiesin order to attract and hold the attention of

59SeeCarTolLBreak-Out,p. 26.
60 See Malcolm V. Jones, 'Roman-Nevaliashka:further thoughts on the structure
of
Dostoevsky'sMot, ' in TranslatingCulture, ed. by Geir Kjetsaa, Lennart Lorngren, and
GunnarOpeide(Oslo: Solum Forlag, 2001), pp. 129-39.(pp. 133-36)on Ippolit's role in
alteringthe atmosphereof the novel.
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his audience and win control of the narrative, and in many ways proves
himself to be an excellent exponent of the scripting process. His control
over events at the birthday party in fact begins some time before his
reading, as it is he who asks Lebedev about the star Wormwood (vul, 309),
thus ensuring that the verbose eschatologist will establish an appropriately
apocalyptic atmosphere for Ippolit's apocalyptic moment. He creates a
tense and dramatic situation by producing his 'najKeTc icpacHotoneqaTrio',
which 'iacex npinmmBaa, ToqHo marHeT'(via, 318); 'even before he begins
to read, Ippolit displays a shrewdnessabout how to manipulate his audience
61
which rivals the skill of the narrator'. In using narrative to establish his T
in the face of his impending death, Ippolit makes a strong attempt to script
himself into Idiot, and the theatricality of the death he plans, of which the
his
is
he
integral
that
make
mark on the novel
will
reading an
part, suggests
and avoid external finalization.

However, the negative reactionsof the other charactersand their
role in Ippolit's

subsequent failure to carry his script through to its

conclusion highlights the difficulty

of achieving the participation and

confirmation of others. The heckling he receives after the scorpion dream
undermines his confidence in his qualities as a human being, as his pathetic
rejoinder, 'BM meHACOBcemiae ino6HTe!' (VIII, 325) demonstrates. It also
provokes uncertainty about his abilities as a narrator. His anxiety about the
form of his narrative, arising out of his knowledge of the difficulty

of

expressing ideas, betrays the fear that he will not be taken seriously, and

61Mflier, Author, Nwrator, ad Reader,p. 214.
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will thus be denieda substantialand memorablerole in the novel: 'rlycTE,
meHA

npocTHTh

JUKTCPaTOPY, He

3TO

BLipaxeHHA

yMeBmeMy

BbIpa3ffM

[

] rioxwyA
...
CBOIO MIICJlb'

xoTh icax njioxomy
(vaý 337). Ihs worries

are confirmedin the end in the responseof his listeners,who are not simply
critical, but seementirely indifferent to both his narrative and the fate he
has chosen. Gania's immediate reaction is to make remarks about the
weather to Ptitsyn and suggestthey go home, while the previously harmless
Ferdyshchenko condemns Ippolit's

'(DeHomeHanLHoecim6ocHaHe' (via,

345). Ptitsyn is even mdre cruel, double-checking exactly what he means
when he expresseshis wish to donate his body for research, and Radomskii
(vi[L
346Ippolit
'rIOK'POBHTejucTBeHHo
to
pacTArHBaA
CBOH
cjioBa'
speaks
347).

Their suspicionthat Ippolit's narrative counts for nothing and that
he will not carry through his conviction to its conclusion leads them to
provoke him into his finale, but their callousnessis extreme, when one
takes into account the youdiffilness of Ippolit and his terrible plight.
Furthermore, when he does try to complete his narrative by shooting
himself, his intention has already altered as a result of the negative
reactionsof others,as it is no longer suicide becausethere is no point in
living for two weeks.It becomesinsteadan attemptto prove himself in the
eyesof others,who do not believe that he has the strengthof will to kill
himself, and assume that his entire explanation is thus a lie. These
suspicionspersist after his failed suicide attempt,which provokeslaughter
rather than shock or reflection amongst the other characters,reducing
Ippolit from his intendedgrandgesture,freeing himself from the necessity
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of the other, to grovelling to othersin an attemptto convincethem that he
really did meanto kill himself (via, 349).
The reactions of others thus ruin Ippolit's bid for narrative selfdetermination in three ways. Firstly, their judgement and condemnation
move him closerto, ratherthwi away from, external finalization; secondly,
they separatehis suicideattemptfrom his final conviction, and thus destroy
its meaningfor him; and thirdly, the distressthey causehim leadshim to
botch the shooting,again demonstratingthe importanceof the responseof
direction
for
both
level
individual
the
of the narrativeas a
and
others
on an
indicates
by
displayed
lack
that
The
these
characters
whole.
of sympathy
they are far from being ideal readersfor Ippolit. Only Myshkin seesthe
effect others have on Ippolit: 'Mo)KeT,AH BnpaBAyrioATojiKHyjiero noA
qTo...

pyKy Tem,
coMHeBaIOC16

He

rOBOPHJT HHqero;

B TOM, qrO OH

oH,

MO*eT,

rIOAYMaJI,

IqTo

HA

' (VIEý 350). However, while the
3acTpenHTcA?

Prince's omissionmay be a factor, the rest of the audiencedo not
their commonguilt or any awareness
of the powerof their
acknowledge
wordsandattitudesto influencetheother'sstateof mindandactions.
Ippolit, on the otherhand,is only too awareof the implicationsof
the words and actions of others for the self, and he would instinctively
choose the separation of Meier's wall over the trees of Pavlovsk and human
contact, as he believes that 'juoAH H comaRbi, W06 Apyr Apyra myqHn'
(VIII, 328). Nevertheless, the fact that he reads his "Neobkhodimoe
ob'iasnenie' to an audience reveals an equal understanding of the essential
role played by the other in the achievment of selfhood, as is evinced by his
alertness to the need to 'rWBepHn

3TO 3aBTpa 3a -rreHHem, no
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A

Moreover, Ippolit's awarenessof the importance of the other is apparent in
his discourse on individual charity, as its benefits lie not in any conception
of morality but on participation in the chain of interconnected human
actions: '14 rioqeMy B1613HaeTe, KaKoe yqacTHe B1616yAeTe HmeTE,B
6y; xymempa3pememm cy;xe6qejiOBeqecTBa'(via, 366).

I-fis sensitivity to the ramificationsof actions,as well as his limited
remaining lifespan, indicate that Ippolit is, like the condemnedman who
feels every second, intensely alert to time. In his narrative, Ippolit
highlights two interrelated aspects of time which have enormous
significance for our reading of the novel: processand presentness.lEs
Hy)KHo
in
his
is
'MHe
to
the
comment,
attention
processof writing evident
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322). He is equally awareof the importanceof the presentmoment in his
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reading,
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However,
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process is not limited
metaphor

to Ippolit's

role as a narrator.
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stresses that
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H BeqHom, a COBceM He B

327); life as it is lived focuses on the present process, not

oTKpExrHH! ' (vin,
the future product.

Bakhtin emphasizes that coming into being through interaction with

the other is temporal and has the characterof an event, as 'A 11OCTYM
AeJ1OM, C110BOM, MLICJILIO, "IYBCTBOM; A )EMBY, A CMOBJHOC16
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noCTyrKom s..

As a result of this, the experienceof one's own relation to time is radically
different from that of the other, as one sees the self as being unfinalizable,
incomplete and essentially outside time, whereas the other is perceived as
finalized,

completed and within time; 'Apyrorl

icaKofteicr,

erO

BHeimuirl o6pa3 -B

miHe Bcer; xa npoTHBocToHT

npocTpaHcTBe,

ero RHyTpeHHU

XM3HB
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9
- BO BpemeHH .

Ippolit's

sense of the importance of time and the present moment is

an indication of his fear of the approach of death as the onset of otherness,
as a 'BpemeHHO 3aBepiiieHHaA xm3iii6 6e3HaAexma C TO'M
66
It is primarily
ABmKymero ee cmmcna'.

" 'Avtor i geroi', p. 121.
65'Avtor i geroi', p. 97.
" 'Avtor i geroi', p. 112.
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for this reason that he rebels
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againstthe perceiveddeterminismof the genre in which he is trapped, in
order to makehimself a narrator.As Morson states,
If life is product,then the presentmomentlosesits presentnessand
becomes something resembling the portion of a recording we
happento be watching or the page we are reading in an already
written novel. All outcomesare given. Dostoevsky believed that
such a view would utterly destroythe meaningfulnessof conceXts
essentialto our humanness:choice,responsibility,and creativity.
Ippolit, who in facing deathalso facesthe inevitability of his life changing
from processto product, aims to achieve presentnessin his reading by
playing on the distinction of past,presentand future and graduallybringing
them togetherin a single momentof self-finalizing nowness,when he will
shoothimself. Four time-periodsare in fact specifiedin the explanation:the
past, in which he experiencedthe events he depicts and formulated his
conviction, the very recent past, in which he wrote his narrative, the
present,in which he is readingit and assessingits effect on others,and the
future, the climax of his narrative,his suicide.As he reads,the past of his
acting, thinking and writing mergeswith the presentreading, and in his
intended death all time will become one, in a creative solution to the
problem of time, mortality and narration.Thusasa narratorIppolit can gain
control over time and accessto presentnessin a way that as a character
alreadycondemnedto deathand subjectto externalfinalization he feels he
is denied.
However, in the failure of his suicide attempt, Ippolit also fails to
reconcile these different temporalities.For all his expert use of scripting

67Narrafive and Freedom, 9.
p.
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strategiesand the strengthof his insertednarrative, he is preventedfrom
fulfilling his script and taldng control of the direction of the novel, in large
part owing to the refusal of others to participate in his striving for selfaffirmation. Nevertheless,as we see in the remainder of the novel, he
leavesa powerful imprint on the text, asthe darker side with its threatening
images of the dead Christ and nature as a huge machine blind to the
suffering of humanity becomesdominantand obscuresMyshkin's ideal of
Ippolit's narrative may not
compassionand human interconnectedness.
have the outcomehe envisages,but its effect on the novel as a whole is
undeniable.
is essentialnot only becauseit involves choice,andthus
Presentness
moral responsibility,but alsopreciselybecausethe self s,coming into being
is dependenton interactionwith the other. Only presentawarenessof this
fact allows one to participatetruly in actsof becoming;'It is the humanact
alone in its performative aspect which knows and possesseslife as a
68
".
whole Furthermore,the perceivedincompletenessand unfinalizability of
the self is in itself the result of an understandingof both the closed,
determinatenatureof the other andthe concomitantimportanceof the other
in defining the self Presentnessis also necessaryfor successfulscripting
precisely because it offers options, different possibilities and new
directions; perceptiveand spontaneousprotagonistscan seizethe moment
in order to turn attentiontowardsthemselves(or others)and thus influence
the movementof the narrative.

" Coates,p. 28.
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Ippolit is far from being the only character in Idiot who has a
problematic relation to presentness,although his degree of awareness of its
importance is unusual. Many of the other protagonists fail to see the
significance of time as a factor in their becoming, and their orientation to
the past or future is a serious obstacle to the possibility of their achieving
selfhood. General Ivolgin, for example, shows awarenessof the importance
of the present moment in monitoring others for their reactions to his tales
(for example, via, 410), a feature which indicates his Participation in the
scripting process. However, he orients his self-image entirely according to
his past 'history' and hopes for future exoneration and a return to his
former position, both of which are entirely illusory and lack grounding in
his current situation. The present becomes for the General little more than
an ongoing opportunity to re-write the past, and in doing so he neglects the
now to the extent that he does not participate in family life or normal
human interaction at all. In Part I, he takes the Prince on a wild goose chase
instead of attending to his interlocutor's present needs and requests, and we
also learn that he has been writing meaningless IOUs to Ippolit's mother,
which are relevant only in the fantastic possible future where his problems
are miraculously resolved and he regains his former status (VM, 111). The
fact that the IOUs bear no relation to his present situation is confirmed
when, between Parts I and II, he is incarcerated in debtors' prison. Even the
passive description of the event confirms that he sees no relation between
his current actions and their possible consequences:'c Htim no-ITH B To We
BpeMACJIYMWOC]6
0)1110COBceMHenpe;zBHAeHHoeo6cTorrejr6cTBo' (vm,
156).
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Later, when he is forced to face the presentmoment in the affair of
Lebedev's wallet, General Ivolgin literally has no strategy which would
help him. The delusion that it is possible to e)dst in an invented past or
future is stripped away, leaving no relation to the present, which leads
rapidly to his decline and death.As an un-self-consciousstory-teller intent
on creating an improved script his life through fantastic narratives,the
Generalis remarkablysuccessful,but his failure to attendto the presentin a
for his position; it results
coherentor active way has seriousconsequences
firstly in his being sidelined, silenced or ignored by his family, and
secondly in the severing of all human relations, thus removing all
possibility of achieving selthood,as the other is absentand interaction is
renderedimpossible.
GaniaIvolgin has a similarly inadequaterelation to the present,but
in contrastto his father, he is largely future-oriented.Although he feels
woundedby his family's current position in comparisonwith their former
future
for
instant
it
is
his
desire
riches which dominates
wealth and status,
his thinking and actions. He even criticizes Ptitsyn for gathering his wealth
slowly, on a day-to-day basis, claiming, 'BOT3TY-TO31BOo rHmHacTHKY
H
nepecicoqy H npAmo c icanHTaiiaHaqHy' (VHI, 105). His future imagined
wealth forms his entire raison detre, but beyond the plan of marrying
money, he seems to have no concrete idea of how to achieve it in the
present - indeed, there is no concept of achievement at all, as he appears to
rely on a fortune dropping into his lap without any effort on his part; action
and achievement come later still, when he already has the money.
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By concentrating solely on the future and delaying action until after
the moment of his transformation, Gania fails to take an active role in the
novel. He is central in Part I purely because of his passive involvement in
General Epanchin's and Totskii's plan for Nastas'ia Filippovna, but his true
attitude is revealed in his inability to act in the present. Ms letter to Aglaia
demonstrates an unwillingness to make choices, and it is precisely for this
in
his
future
despises
him.
With
transformation
that
reason
already
she
Nastas'ia Filippovna's hands, he places a further decision in Aglaia's, by
for
his
her
for
(vm,
72),
'O;
thus
abdicating responsibility
asking
XHOCROBO"
situation and deflecting the blame for his failure to achieve greatness on to
others. Equally, at Nastas'ia Filippovna's birthday party, he should in the
light of his position play a major role, but instead remains Passive and on
the sidelines; he takes no part in the petitjeu, and raises no protest when
Rogozhin usurps proceedings. His obsession with the future is such that he
is unable to fight for it in the present. Furthermore, Gania's lack of
presentness is evident when he refuses to rescue the 100,000 rubles from
the fire; according to his own programme he should have taken the money
(and indeed he later regrets his failure to do so), but he is thwarted by his
inability to attend to the present moment. His only true moment of
presentnessoccurs in his fight with his sister, when he slaps Myshkin, but
insofar as this incident is defined by his hysteria, it has no constructive
function.

In his orientationtowardsthe future and consequentinability to act,
Ganiaillustratesa variation on two of the 'diseasesof presentness'outlined
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69

by Morson. His neglect of presentopportunitiesin favour of the future
70
him
'desiccated
to
the
allies
present'. However, insofar as he relies
entirely on an imaginedmomentof personaltransformationfor his coming
into being, he lives in the 'isolated present',71although in this caseas it is
an aspiration rather than something he has actually experienced, the
'isolated future' would perhapsbe more accurate.
Gania's neglectof the presenthastwo major consequences.
Firstly,
his ignoranceof the conceptsof striving and processleads him into total
inactivity; he is an armchair Columbuswho would sit at home imagining
the moment of discovery and the possibilities thereafter, and wait for
America to come to him, a stancewhich is analogousto the problem of
faith without works in the Epistle of James.However, it should also be
noted that Dostoevskii's conception of faith with works is somewhat
different to James'.While in the Epistle, faith can only be demonstrated
and proved through works, Dostoevskii suggeststhat faith can only be
attainedthrough works. This is particularly clear in his final artistic work,
in which Zosima statesthat it is possibleto openone's eyesto the reality of
faith,

ormiTom
6mixmm

AeATeJl6HOrl

iiio6BH.

rlocTapaRTeci6

jno6HTJ6

BaLuHx
6yAcTe

AeKreJE6HO H HeycTaHHo. rlo mepe Toro m
npeycneBaTi, B JW6BH, GyAeTe y6exqxaThCA HB 6Linm 6ora, HB
6eccmepTHH
EcnH
AYMH Bama.
we
; xorlAffe
Ao nojiHoro
camooTBepxceHHA B ino6BH ic 6immmemy, Tor; xa YX HecomHeHHo

69Narrative
andfreedom, pp. 188-206.
70Narrative
and Freedom, p. 198.
71Narrative
wdFreedom, p. 201.
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yBepyeTe, H HHicaKoe comHeHHe ; xaxce H He B03MO)ICeT3arITH B Bamy
; xymy. 3To HcrurraHo, 3TO TOqHO (xw, 52).

The relevanceof the issueof faith without works to Idiot is evident in the
fact that without the striving and the processof action, the discovery (the
object of faith) will never be achieved. James warns that this type of
attitude leads to double-mindedness,
as words are separatedfrom deeds,
resulting in inconsistencyand instability. Secondly, as Gania rejects all
interactive possibilities in the present,he is incapableof gaining selfhood
and thus, once he is no longer relevant to the central plot of Nastas'ia
Filippovna's fate, he slips into the background.Although he may do a lot of
plotting unseenby the reader,he is unableto script as he has no capacity
for action or creativity andneglectsinterpersonalrelationsto the extentthat
he has no influence over others, and thus has no possibility of attaining
selfhoodor becominga major protagonist.
Aglaia also showssignsof an uneasyrelationshipto the present.At
times she is aware of the importance of the now and its choices, for
example in the matter of her engagement to Myshkin, stating 'peuiaeTcA
66i moerl' (vni, 426). Elsewhere, however, she
1qX3BhiqaRHa5i
mHHyracy; xE.
fails to maintain the present point of view. Like Gania, her future hopes
take the form of a vague, diffuse ideal, involving being useful and free from
the constraints of her position in society, but in the here and now she makes
no progress towards its achievement. In a further example of Dostoevskii's
conception of the inefficacy of faith without works and the tendency to
focus on the product instead of the process, Aglaia's 'action' is confined to
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meeting Myshkin on the green bench to talk about her pipe-dream of
openinga school.
However, in other ways, and particularly in one key moment, she is
firmly stuck in the past.In the crucial confrontation scenebetweenthe two
women,

although

she claims that she came 'c qejiOBetiecKoIO peq]610,'

Aglaia admits, 'yxce peumna, o qem 6yAy [ ] rOBOPHTB,' and proceeds to
...
deliver

her sustained psychological

analysis of Nastas'ia

Filippovna

in

GAaBHoywe npiAroToBiieHH6ie H o6AymaHHEaeCnOBa' (vm, 471). Her prejudgements

in
has
her
stone,
and
as
a
she
set
result
are
already
about
rival

initiated
interest
in
hand,
though
the
she
no
even
event at

it, and thus pays

no attention to the situation: 4OHa maniHHaJILHOonpaBnAna CBOIOoAeNCAYH
nojxBHmci6
6ecnoKoRcTBom
mecTo,
oAHa=m
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nepememna

AHBaHa. BpAA

jiH

6eCC03HaTej%HocTj6eiixe

oHa

H

cama

C03HaBaiia

Bce

CBOH

K yrny

ABmKeHHH;

HO

(VIU,
468-70).
Finalization
o6vuxy'
Hx
ycHmmaiia

Nastas'ia
of theotheris a past-oriented
activitywhichobviatespresentness.
Filippovnamay have misjudgedAglaia, but her alertnessto the present
include
her
her
to
and
new optionswhen
mind
change
situationallows
birthday
her
full
(as
to
party); Aglaia, on the
necessary we saw
effect at
that
otherhand,doesnot botherto readthe situationat all, as sheassumes
herpre-judgements
aretrueandthatthereis nothingnewto learnabouther
the meetingin orderto delivera speech,not to interact
rival. Sheorganizes
theother.
with, or attemptto understand,
Although this may be a deliberatestrategyto insult the other
woman,the scenehighlightsa significantproblemfor Aglaia, as when
Nastas'iaFilippovnaattacksher lofty assumptionof superiority,she has
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nowhere to go. Instead of listening to her opponent's replies and adjusting
her own script accordingly, she merely continues her litany of accusations,
which sound increasingly irrelevant ('3axoTeiia 6Errb qecTtioio, TaK HB
npa,um fti uma' (via, 473)), and fails to see where the confrontation is
heading. Her lack of attention to the present moment leaves her with no
spontaneity or openness, and she therefore cannot react to Nastas'ia
Filippovna's sudden change of direction. Aglaia's past-oriented finalizing
tendency and lack of awarenessof the present moment are thus in large part
insults
her
her
for
the
the
as
attitude
rival,
meeting,
of
outcome
responsible
leaves
Aglaia with no
latter
tactics,
the
to
which
switch
encouraging
is
for
Her
despite
having
the
the
scene.
script
episode
response
orchestrated
inadequate because of her lack of presentness,and it is for this reason that
she fails to win the day.

This pattern is very similar to the failure of the nihilists, the archfinalizers of the novel, to persuadeothers to participate in their view of
reality, and it thereforecomesas no surprisethat on the only occasionwhen
Aglaia gets to the point and asksNastasia Filippovna what she is doing,
her questions parrot the nihilists' refrain: 'no icaKomynpaBy [ ] no
...
KaKomynpaBy [ ... ] no icaKomynpaBy' (VIII, 472). This similarity, plus the
fact that Aglaia is connectedto nihilism by her mother (vm, 27 1) highlights
her problematicself-otherrelations in both perceptualand ethical terms. In
herself,
in
for
than
the
the
of
rather
participating
sake
a
undermining
other
mutual act of becoming, Aglaia betrays her double-mindedness,as she
perceives herself as different from others and acts inconsistently and
divisively in her interpersonalrelations. This is particularly evident in her
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constant reversals with regard to Myshkin which, unlike Nastas'ia
Filippovna's oscillations, seem to have no purpose whatsoever, and in
particular in her attemptsto silencehim (to deny him a voice and therefore
a self) beforethe soir6ewith her repetitionsof 'mojiqtffe' (via, 437).
Aglaia's inability to be spontaneousis also evident in her choice of
insertednarrative.Her readingof 'Rytsar' bednyi' should provide her with
an ideal opportunity to asserther own script, but althoughthe poem leaves
a powerful impressionon the novel and its hero, it advancesher selfhood
herself
feelings
Myshkin
insofar
it
her
to
and
proposes
own
only
as signals
him
his
ideal
for
his
to
encourages
pursue
which
as an alternative
mission,
in
is
her.
Her
the
thus entirely
position
novel
connectionwith
subsequent
dependenton the Prince,and shethereforeremainsessentiallyother, unable
to asserther position in the narrative in her own right, and only appearing
72
him.
Aglaia's
when Myshkin has nothing more pressing to preoccupy
failure in this respectis linked to an absenceof presentnessand creativity,
as the poem is another'swork. While her sister cannot find a subject for a
imagination
leads
her
lack
Aglaia's
to
to
and
painting,
of spontaneity
barest
fake,
the
minimum of personal creative
produce a
a copy with
contribution and, as Morson states,'for creativity to be real, it must be a
73
becoming'.
She fails to produce a
genuineprocess of unpredetermined
script that will challengefor a prominent position in the novel as she is
more concernedwith the fixedness of the past and vague hopes for the

72As Guerardnotes, 'On the Composition of Dostoevskii's Mol', Masaic, 8 (1974), 20113 (p. 206).
73Narrative
andFreedom, p. 24, author's emphasis.
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future than with the creative and ethical possibilities of the present.As a
for
finds
does
the
truly
within
narrative,
and
selfhood
challenge
result
not
herself scriptedout of the major dramaprior to the denouement.
Significantly, the characterswho have problems relating to the
lives.
Aglaia
difficulties
have
their
constantly
own
controlling
presentalso
her
future,
her
family's
to
and many of
control
attempts
complains about
her actionsare aimed at freeing herself from this. Gania, lacking the power
he craves,takeshis frustration out on his family by being a petty tyrant, and
his father is constantly subjectedto others' efforts to silence him. The
feels
he
loss
has
that
the
Ippolit
of
control
also shown
above analysis of
for
his
is
his
death
to
rebellion.
responsible
owing
sentence
Nastas'ia Filippovna's awarenessof the importanceof presentness
her
is
to
its
for
central
similarly
sclfhood
achieving
and
possibilities
Even
text.
for
the
the
and
more so
other characters
striving
control over
than the other characters, she also has unresolved issues of major
Gania,
but,
Aglaia
future
in
the
and
the
unlike
consequence
past and
General Ivolgin, she seesthat these problems can be solved only in the
her
Her
to
choices,
at
particularly
spontaneityand alertness new
present.
birthday party, indicate her understandingthat the potentialitiesof scripting
lie
in
interactivity.
is
It
the
to
the
present
selfhood
and
problem of
solution
for this reasonthat she strives to exert control over others, as by doing so
sheis able to imposeher own script onto the narrative.
In contrast to the difficulties other charactershave in establishing
true self-otherrelationsand orienting their actionsand words to the present,
Prince Myshkin in Part I of the novel has no such problems.On the ethical-
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thematic level, as we have seen,his stories and behaviourprovide an ideal
model of the relation of self to other, while the emphasisin his stories on
the importance of awarenessof presentness,particularly in the moment
before deathand in the analogousmoment of light before his fit, indicates
an instinctive understandingof its role in establishingthe true, unfinalized,
open self. Later, the deteriorationof his ideal is evident in his inability to
read the faces of others at the Epanchins' soir& and his failure to help
either GeneralIvolgin or Ippolit in their searchfor selfhood,and in the fact
that when he is no longer capable of narrating himself, his ideas are
in
hostile
ironic
the
through
their
words of another.
undermined
expression
Just as other protagonists' attitudes to the other and to time are

positionsin the novel,the hero's ideal
reflectedin their meta-narrational
andits corruptionarealsodefinedby his relationto thenarratorand,owing
for shapingthe narrativeas a whole.
to his centrality,arealsoresponsible
Myshkin'scloseness
to the narratoris particularlyobviousthroughoutPart
I as, althoughthe narrator depicts other characters'consciousnesses,
notablyin relatingNastas'iaFilippovna'sbackground
andcurrentsituation,
whenGeneralEpanchin'sandTotskii's pointsof view cometo the fore,in
the presenttime of the novelhe remainsalliedto the hero.Othercharacters
comeand go, but the fact that Myshkin is the only protagonistpresentin
everysceneimmediatelyindicatesto thereadernot only his importancebut
alsohis intimateconnectionwith thenarrator.
However,of moresignificanceis the factthatthe narratormakesno
attemptto finalizehis hero.After his initial sketchof Myshkin'sphysical
the narratorallowshim to speakwith his own voice without
appearance,
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interruptions, analysis or judgement: 'cam OTICphIBaeTcji,
6e3 067.ACHeHHfl
OT aBTOpa,icpomepa3BenepBort riiaBI61'(IX, 248). Whenever an external,
finalizing definition is applied to Myshkin, it comes not from the narrator,
but from other characters, most persistently in their repeated reference to
the unfounded allegation that he is an idiot. We frequently hear the
narrator's voice when he turns his attention to other characters, for example
in the ironic tones which undermine General Epanchin's self-image, or in
in
the early characterization of
types,
to
the
as
of
status
reducing characters
Lebedev, when we are told, '3im rocnoaa Bce3HaRKH
BcTpeciaIOTCA
HHoma,
(VM,
8).
cnoe'
oftecTBeHHOM
AaXCe;JOBOJILHO
IcIaCTO,B H3BecTHom
However, this rarely occurs in relation to Myshkin at this early stage, as the
hero is given the freedom of self-presentation within the narrative and is
74
Miller argues convincingly that 'enigmatic
'Sphinx'.
thus able to remain a
indicating
hero,
is
the
the
to
the
again
of
presentation
explanation'
central

75
By remaining external
Myshkin.
ideal nature of the narrator's relation to
to the Prince, and reporting his words (and later his thoughts) without
76
from
finalization,
just
freedom
his
hero
the
as
comment,
narrator allows
Myshkin attempts to help others, in particular Nastas'ia Filippovna, to
Tucker's
by
finalization
suggestionthat
others.
achieveselthoodand evade
Myshkin in Part I of the novel is fighting with the narrator for control of the

74SeeMller, Author, Narrator, andReader, p. 102.
"Author, Narrator, andReader, pp. 77-78 and passim.
76SeeMller, Author, Narrator, andReader, pp. 93,106.
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narrative is therefore inaccurateý7the hero is rather supported by the
narrator,and at this stageat leastno suchtensionexists.
The narrator's direct mediation of Myshkin's words and refusal to
interpret him play a significant role in the hero's coming into being, which
in itself suggestsan ideal relationship betweenthe two. Furthermore,this
mirrors the attitude the Prince takes in his main script for the novel, in
which he attemptsto be the perfect interlocutor, allowing others to assert
their selfhood, and is in sharp contrastto many of the protagonists,who
deny
judgements
harsh
finalize
them a
to
seek
and
routinely
others with
ideal
is
The
therefore
the
selfhood.
narrator
an
voice and
possibility of
readerof Myshkin, who translatesthis capacityinto the action of narrating,
just as the ideal hero within the teA the Prince, translateshis reading into
narrativeand interactionthroughhis saintly scripting.
The temporality of Idiot also plays a fundamentalrole in the relation
of Prince Myshkin to the narrator, as the presentnessof the narration also
is
linked
finalization.
It
therefore
to the basis
the
undermines possibility of
of selthood in presentinteraction,as well as to the open-endedexperience
longer'
in
Myshkin's prebe
'there
time
no
of presentnesswhen
shall
epileptic auraand in the final momentsof the condemnedman. The ideal of
living in the full awarenessof now is paralleled by the narrative also
depicting the undetermined present. As Morson states, many of
Dostoevskii's innovations in the novel form have their origin in 'his

77'Dostoevsky's Mot: Defining Myshkin', New Zealand Slavonic Jounsal (1997). 23-40
(pp. 31-32).
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attempts to avoid the unavoidable fatalism - the inevitable inevitability - of
78
In Idiot,
narrative' .

the feeling

of

opcn-endedness and lack

of

determinism is emphasized by the feature Morson calls 'sideshadowing, '
whereby different outcomes and other possible events are constantly
suggested: speaking of Besy, he states, 'sideshadowing endows the novel
with a sense of the unexpected and the mysterious. Other possibilities
threaten to erupt at any moment and cast their shadow over everything that
happensi, 79
.

Idiot contains many examples of sideshadowingas outlined by
Morson; the notebooks teem with

'other possibilities", different

combinations of events and varying outcomesfrom the same event, and
80
into
traces of these spill over
the novel. The predominanceof rumour
(presentedopenly as such) over directly reported fact immediately implies
that eventsmight havebeenotherwise,evenwhen no concretealternativeis
offered. Different possible denouements are also suggested by the
characters,for example by Ippolit, whose anxiety about certain possible
future resultsof currenteventsis palpablewhen he saysto Myshkin:
A BeAb6010CLJIHIU16
3HaeT,KaKBbi ee jno6HTe;
3a Aram: POrO)KHH
HacTaci6to(DjuiHiMOBHY,OH
jao60B163a J1106OBb;
BTAy Hero OTRXAH
y6ibeTArnwo 14BaHOBHY;
XOThOHaTenepb H He Baina, a Bce-TaKH
BeAbBamTmKejio6y; xer, He npaB;xa iiH? (viii, 489).

73Narrative and Freedom,p. 4 1.
79Mvrafive andFreedom,p. 120,author's emphasis.
soSeeMorson, 'Tempics', pp. 112-16.
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After the events of Nastas'ia Filippovna's birthday party, in which the
heroine's spontaneityand awarenessof presentnessare evident in the fact
that she keepsall her options open, makeschoicesand alters her script in
feeling
interventions,
the
that
to
confirms
such
speculation
response others'
is
fixed
happen,
or pre-determined.As Morson
as nothing
anything could
because
does
know
is
"completed7'
'the
one
what
not
remarks,
present not
will come of it; that incompletenessis essential to our experience of
81
presentness'. The simultaneity of the narrator with the action and the
hero,
in
the
addsto their senseof autonomyand
other characters, particular
because
infinitely
be
the
otherwise,
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Furthermore, in a traditional example of the novel genre, 'aBTopC03epIJaTeJE6
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Idiot, owing to the processualmanner which was written. Here the
benefit
is
looking
back
the
completed
events
with
over a set of
narrator not
of hindsight and reflection, but insteadis simultaneouswith the action of
the novel and particularly with the hero. This preventsthe narrator from
providing definitive judgementson either, and removesthe senseof enddeterminationwhich characterizesthe genreand automaticallyfinalizes the
protagonistsbeforethe fact.

21Narrative and Freedom,p. 181.
92Bakhtin, 'Avtor i geroi', p. 104,author's emphasis.
83SeeMorson, 'Tempics, pp. 119-21.
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The novel draws attention to this aspect of its creation not only by
including contemporary criminal cases which occurred only after the
writing had begun, but also through Ippolit's theory of process, discussed
84
above. Process is important as it prioritizes the striving, the effort and the
activity, rather than the goal itself and is, as we have seen, analogous to the
emphasis on faith with works in the Epistle of James. Faith alone is pure
product which, as we witness in the secular examples of Aglaia, Gania and
the nihilists, can lead to either passivity in the present or doublemindedness, which causes separation and disharmony between people. On
three occasions James describes faith without works as 'dead' (2.17,20,
26). The parallel is evident; while in the Epistle faith may only be
demonstrated and proved through actions, in Dostoevskii's fictional text
only in works (actions) can man achieve faith, as only in his interrelations
and interactions with others can he become a self Bakhtin, without
referring to the theological question, puts forward the same idea: 'xm3H]6(H
C03HaHHe)H3HYTpKce6A camoft eCThHe qW HHoe, KaK ocyiixecTBJIeHHe
WPM; qHcToe camoOC03HaHHe
XW3HH ecTE, OC03HaHHeBepEi (To ecTE.
85
HY)IKA161
H B03MOXWOCTH)'.By
H HaAeXVX]61,
HecaM0YA0EUIeTB0peHH0CTH

concentratingon the processualand the present on the presentprocessof
interactivity which engendersselfhood,the narrative actualizesthe idea of
faith with works in its striving to discover the ideal, as Malcolm Jones'
recenttranslationof Ippolit's Columbusmetaphorinto meta-narrativeterms

"See Morson, 'Tempics', pp. 122,126-7.
83'Avtor i geroi', pp. 126-27.
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suggests:'You can be surethat the Dostoevskiannovel achievesits natural
balance not when it focuses on a realisation of the ideal, but when it
86
it'.
discovering
presentsthe processof
As the ideal in Idiot centreson the figure of Myshkin, he is also at
the forefront of this process.The narrator's presentperspectiveenablesthe
direct presentationof the hero in the coming into being, striving to fulfil his
quest and living his ideal. Myshkin's awarenessof the significance of the
present moment and his own presentnessand unfinalizability within the
narrative are fundamentalto his becominga true ethical hero, as he is able
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The Prince's opennessand presentnessenable him to make

moral choices in his interactionswith others, which is the foundation of
ethical selffiood in the process of its becoming. As Bakhtin states,
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and the narrator achieves this ideal in the first part of the novel by

reducing the spatial distance between the hero and the narrator almost to
nothing,

and removing

"'Roman-Nevaliashka',
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p. 132.

87Bakhtin, 'Avtor i geroi', p. 13S.
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indistinguishable.
just
become
Therefore,
they
practically
separatevoices
ideal
level,
the
the
thematic
relationship of self to
where
and
ethical
as on
in
hero's
Part
1,
is
the
through
scripting
saintly
on the metamediated
other
in
Myshkin
is
level
ideal
to
the
this
of
relationship
evident
also
narrative
the narrator,as heretoo the dualistic distinction of self and other is eroded.
Myshkin avoids othernessand becomesa self becausethe narratordoesnot
his.
Bakhtin
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assert
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assert own
draws parallels between this relationship and that of God to man, as it
dependson the samecapacityfor love:
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It is the loving willingness to bestowthe gift of selffioodon the other which
is the essenceof the ideal, and which allies the meta-narrationalperspective
to the thematic.Prince Myshkin, having becomea self through the graceof
the narrator,reflects this ideal in his own relationshipsand in turn attempts
to give others the same possibility of selffiood. It is for this reason that
Nastas'iaFilippovna, Ippolit and eventhe Epanchins' servantcall Myshkin
a 'man' ('qejioBeK');they all seethat he is a true, unfinalized self, the ideal
Only
bestow
desire
has
through
to
the
selffiood
on
others.
who
capacityand
annihilation of the ego as the highest ideal of self-developmentcan one

89'Avtor i geroi', pp. 80-8 1.
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love as Christ loves, that is, freely, without judgement or demands,and
fully participating in others' coming into being.90
However, the fact that annihilation of the ego is necessarysuggests
that the ego must be present in the first place, in order for it to be
overcome.Selfhood is a precondition for the ideal relationship, as only a
true T can perceiveits unfinalizability and opennessand is able to seethat
the essenceof selfhoodlies in the presentinteraction with the other and in
their coming into being. For this reason,even though Dostoevskii's antiheroesand other negativecharactersare self-consciousin Bakhtin's sense,
most do not achievethe ethical-aestheticideal of selfhoodbecausethey do
not concern themselveswith the other in the present.In effect, they take
their selfhood and run, cutting themselvesoff from the other rather than
passing on the gift, in order to prove their own self-sufficiency and
primacy. However, in doing so these characters deny themselves the
continuing interaction neededon a moment-to-momentbasis to develop
and sustainthe T, and as a result find themselvesunableto function in the
present, mentally fixated on the past or future, or prone to doubleness

owing to the lack of a concreteother with whom to interact. Such
charactershaverisenabovethe level of the traditionalobjectivizedhero,
but areunableto handletheir statusresponsibly,
andslip backinto varying
degreesof otherness
suchaspassivityor the abuseof otherbeings,owing
to their failureto perceivetheessentialinterconnectedness
of all beings.

9(lSeePSS,XX, 172-75,and
pp. 189-90aboveon this extract.
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In creating the positive hero of Idiot, the search for the ideal led
Dostoevskii to the opposite pole of a character who perceives the true
responsibilitiesof selfhood. However, the notebooksfor the novel reveal
that the author, before he cameto the gentlenessand humility of Myshkin,
experimented with every aspect of separatenessand otherness which
characterizehis anti-heroes.The 'idiot' of the notebooksis vain, proud,
deceitful, intellectually arrogant and obsessedwith power, particularly
sexualdomination,noneof which bearsany resemblanceto the hero of the
novel. This suggeststhat the notebooksact as a prequelto the novel proper,
in which the ideal hero gradually comes into being by overcoming
he
doubleness,
that
achievestrue selfhood,and therefore
and
separationand
the possibility of participating in an ideal self-otherrelationship,only once
is
for
It
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External doublesare sustainedby internal dualism, and as Myshkin's ideal
involves looking beyond the habitual separationof self and other and
by
is
he
double
therefore
thoughts,
not
afflicted
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overcoming
manifestations.
Tbrough his coming into being in the world of the novel, Myshkin

thus continuesthe processbegunby the narrator,as the aestheticideal
(whichis alsoevidentin the hero'searlynarratives)is transformedinto the
His saintly scripting
ethicaland reachesout towardsthe othercharacters.
thus emanatesfrom his perfectrelationshipwith the narratorin Part 1,
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which he attemptsto emulatein his interactionswith others, both through
his stories,which highlight the needfor positive self-otherrelations and the
importanceof presentness,
particularly in the face of death,and through his
compassionateconcern for the other's selffiood, as we witness in his
reactions to Nastas'ia Filippovna and General Ivolgin. The hero's
creativity, seen in his inserted narratives in the early part of the novel,
suggeststhat his ideal is aestheticas well as ethical, and points to the true
meaning of Myshkin's belief that 'mHp cnaceT icpacoTa. The novel
therefore posits the ideal of an interconnectedchain of being which
levels;
ideal
both
the
thematic
the
relationship
and
encompasses
narrative
of self to other is initiated in the narrator's exemplaryattitude to the hero,
and the selfhood this engendersalso allows him to play the samerole for
others. To use Zosima's phrase, everyone is responsible for everything,
becauseeveryoneis literally responsiblefor everyoneelse's coming into
being and thus avoiding the problemsof otherness.
However, while this is the picture presentedin Part I of Idiot, it is
not true of the rest of the novel. Although glimpses of the ideal remain
beginning
from
it
is
the
throughout,
of Part II that the
visible
evident
relationshipbetweenMyshkin and the narratorhas changedfundamentally.
In contrast to the narrator's earlier merging with the hero and apparent
omniscience,now we learn that the two have separatedto the extent where

during
the formeris unableto reportdirectlyanyof the latter'smovements
his six-monthabsence
andinsteadrelieson rumourto giveus a sketchyand
inadequateversionof eventswhich are vital to our understanding
of the
remainderof the novel.Thusevenbeforewe are awareof the changesin
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Myshkin's appearanceand behaviour towards others, the meta-naffative,
through the very existenceof the extendedgap, indicatesthat somethingis
wrong and that the ideal hasfaltered.It is interestingthat in the preparatory
material for the novel, one of the few consistentfeaturesamidstthe massof
contradictoryinformation and endlesschangesof direction is the presence
of a gap betweenthe first two parts. There are six different mentions of a
break betweenPartsI and 11,ranging in time scalefrom three weeksto six
91
months. Wasiolek seesDostoevskii's indecisionover the length of the gap
how
further
his
the novel was to continue,
about
as
evidenceof
uncertainty
but the very fact that the gap is mentionedso frequently suggeststhat the
key
in
had
decided
the
the story of the
that
events
some
of
author
already
have
that
be
this
to
the
to
a
and
would
reader,
shown
protagonistswere not
fundamentaleffect on the continuationof the novel.
The most plausible explanation for the six-month gap is that the
Prince deliberately excludes the narrator from these events, resulting in
separationand the loss of the ideal narrator-herorelationship. Myshkin
detacheshimself from the narrator,an act which suggeststhat in contrastto
his previous understandingof the interdependentnature of the self-other
relationship, he is now moving towards the self-sufficiency and
isolationism which characterizeDostoevskii's anti-heroesand, even if not
intentionally, is abusing his freedom and the gift of selfhood by cutting
himself off from the other. As active participation with the other is so
central to Myshkin's script in Part 1, the loss of this ideal on the meta-

91SeeWasiolek, ed. 7heNotebooksfor '7heMot, p. 159.
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for his statusas a positive hero.
narrational level has severeconsequences
Another possible explanation is that the narrator actively colludes with
Myshkin in order to suppressthe painful memories of this period, by
convenientlyrenouncinghis omniscientposition and paying no attention to
the fact that somethingextraordinaryand terrible hashappenedwith severe
for the three main protagonists.However, in this caseas well
consequences
the ideal is lost; the narrator can no longer be counted as reliable with
regardto Myshkin as he is apparentlyreadyto jeopardize his creativity, the
form of his narrative and the interconnectedchain of being he established
in Part I, in order to protectthe sensibilitiesof the hero.
The bout of selective amnesiawith which the novel is afflicted,
in
hero
by
the
conjunction with the narrator,
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alone
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narrator and a
is
The
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narrator's
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novel.
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early part of
loss
his
from
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by
the
and
consequent
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separation
ideal, and he is forced to continue his narrative without depicting the
relationshipswhich are supposedto be at its centre.This changegradually
becomesevident when the action moves to Pavlovsk and away from the
Myshkin - Nastas'iaFilippovna - Rogozhintriad, as the narrator- like his
hero- searchesfor a new direction.
The difficulty the narrator has in finding an alternative path is
evident in the aimlessnessof the central section as, although the main
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episodesare linked to the novel thematically, they have little relation to
anything that might resemblea coherentplot. The narrative flirts with the
total loss of form as possible continuations,such as potential stories with
the nihilists and Gania are tested out and abandoned.Even Aglaia's
relationship with Myshkin comes under this heading; hinted at in her
reading of 'Rytsar' bednyi', the subjectis raisedwith increasingfrequency
from the end of Part H until it is suddenly aborted with Nastas'ia
Filippovna's reappearance
in Part IV.
As the narrator strugglesto fmd a new plot and, perhaps,a new set

of relationshipsin which the hero might recover his ideal, the other
characters'ability to script becomesessentialto the continuationof the
novel. New, prominentroles are there for the taldng and the narrator
effectivelyconductslive, on-setauditions.Thecharacters'useof narrative,
capacity for the dramatic,and spontaneityand adaptabilitytherefore
becomecentral,as they havethe opportunityto affirm their selfhoodand
play a major role in the re-structuringof the novel,if they can attractthe
interestof others,includingthe narrator,and persuadethem to shift the
focus of attentionin their direction.However,none of thesecharacters
make an adequateclaim for selfhoodthroughtheir scripts;Burdovskii
Gania,aswe haveseen,fails miserably,
rapidlymovesinto thebackground,
and Aglaia, ultimately,doesnot fare much better. Moreover,far from
revealing Myshkin's ideal again, these new relationshipsexpose his
double-mindedness
and absenceof the earlier ideal by highlighting his
inadequate
to others,for examplewhenhe inappropriately
response
offers
moneyto Burdovskii.We alsoseea deteriorationin the Prince'sability to
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script, as others withdraw their consent and refuse to confirm the hero's
point of view. When he first meets Rogozhin, the latter supports the notion
6or
'TaKHX,
Myshkin's
the
Thl,
iiio6HT' (VIU,
words
KaK
of
saintliness with
14). Later, however, as we have seen, Rogozhin denies Myshkin's belief
that Nastas'ia Filippovna is mad, and specifically rejects forgiveness and
the possibility of friendship (VIII, 303), Aglaia tries to silence him and
derides his ideas, and Lebedev tries to prevent his marriage by having him
declared insane (VIII,

477-78). 92 Thus rather than being restored, the

Prince's selfhood is further undermined by such interactions, leading the
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Ippolit's dark vision subverts the form of the novel by denying the
possibility of the very ideal of selfhood which the narrative has been
striving to depict. Although otherspreventhis self-affirmation, his ideology
is imprinted on the text, fundamentallychallengingthe coming into being
of both the hero and the narrator, and questioning the grounds of their
existence.As this has alreadybeenunderminedby the changein Myshkin
and the missing six months,the confessioncomesas a further blow to an
alreadyunstablenarrative.
However, it is not only Ippolit's existential opposition to the
form,
increasing
loss
for
is
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the
of
responsible
narrator and
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he
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his
'Neobkhodimoe
another
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narrative. When Ippolit reveals his manuscript, 'EBreHRRIlaBnOBHqAa*e
rrpHBcxwum Ha CBoem cTyjie; raHA 6EaciW upHABHHyncAK cTony;
Poroxam To*e, HOc KaKoio-iD 6PI03rimoio AocaAorl, KaK6M nOHHmaAB
xiem Aeno' (Viuý 318). The narrator also comments, 'mo*eT
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(VM,
320),
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xqxajiHqerO-TO
indicating to the reader that relationships and events about which we know
nothing are going on in the background.

The importance of these relationshipsto the visible action of the
his
is
Ippolit
conversationwith Rogozhin
novel confirmed when
mentions
and the latter's role in his decision to commit suicide, but the details of
their exchangeare not reported,with the result that Rogo7liin's words, ' He
TaK3TOTnpeAmeTHajjo o6;jejiiaaTh, napeHh,He Taic...' (VM, 320), are as
obscure after the 'ob'iasnenie' as they were when uttered. Similarly,

334
Ippolit's relations with Gania and Radomskii remain mysterious and
undefined, and his wish for Aglaia to have a copy of his manuscript is
never fully explained. The reader is made aware that such connections
exist, but instead of increasingour understandingof events in the novel,
these hints merely raise unanswerablequestions,such as, why are they so
interestedin Ippolit?; why doesRadomskiiabandonhis intention of doing a
good deed after hearing the confession?;why does Gania, who clearly
despiseshim, allow Ippolit to live with them?; and to what extent has the

youngrebel influencedAglaia?Ippolit challengesboth the ideal and the
bizarrelovetrianglesat the centreof the novel,andproposesinsteada new
directionfocusingon his existentialcrisis and his, ratherthanMyshkin's,
relationswith the othercharacters,
andindeed,at times,it looksasthough
this would be a moreinteresting- andmoreDostoevskian.
- continuation
for the novelaftertheaimlessnatureof the middlesection.
The tendencyto produceparallelplots is an aspectof presentness
not specifically identified by Morson. Although he addressesthe vexed
questionof the many loose ends in the novel, he seesthem only as further
examples of events that might happen but do not which confirm the
unfinalizability of the text by confounding the reader's expectation that
94
foreshadows
be
fulfilled.
However, a closer examinationof the
such
will
novel revealsthat the loose endsare relatedto parallel plots continuing in
the background. These are not events which might have happened,but
rather hints of other unseeneventsgoing on at the sametime, which have

" SeeMorson, 'Tempics', 122.
p.
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consequencesfor the charactersinvolved and affect their behaviour in
relation to the main (visible) action of the novel. As a result of these
parallel plots, we gain the impressionthat the charactersare developingand
changingoutside our purview, a fact which is most evident with regardto
Gania who, after his aggressiveand self-serving performance in Part 1,
seemsto have changedsubstantiallyby Part II, when we discover he has
been working as an agentfor Myshkin, but then revertsto type later in the
novel by demonstratinghis antipathytowards Ippolit, reactivatinghis plan
of marrying Aglaia for money and again placing himself in opposition to
the Prince. We have little idea of why he changes,as we seenothing of the
underlying circumstances,but this senseof constant movement and flux
amongstthe protagonistsincreasesour senseof the processualnatureof the
novel, and preventsfinalization of the characters;in the spirit of Morson's
enterprise,I call this feature 'parashadowing'.
Ippolit's parallel plots, which repeatedlyresurfaceuntil the end of
the novel, and other stories such as Gania's plan, which are of only
incidental concern for the main focus of the novel, continue, largely
unseen,in the margins of the page. The novel does not simply presenta
dynamic central story which is the only concern for all the protagonists.
Aside from their roles in the Myshkin-Nastas'iaFilippovna plot, all but the
most minor characterssuchasMrs Ivolgina are actively involved in dramas
of their own, in which they are the heroesor have a plot-defining part to
play, and attemptto influence othersin order to gain confirmation for their
scripts and achieveselfhood. Someof these alternative plots tear open the
fabric of the novel, as in the caseof Ippolit's narrative,which in effect casts
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an enormous parashadowover the entire second half of the text as he
indicatesthe extent of his relationshipsand involvementsoutside the main
less
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Although parashadowingis an aspectof presentnesswhich leaves
the text open and subject to processand change, it is not necessarilya
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force,
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the secondhalf of the novel, the proliferation of parashadows,particularly
in relation to Ippolit's intrigues,threatensto eclipsethe original plot, a fact
which adds weight to Malcolm Jones' assertionthat the 'Neobkhodimoe
ob'iasnenie' tips the balancein Idiot away from the ideal and back towards
darknessand despair.95Ippolit's denial of the possibility of selfhood,and of
narrative as its expression,places him in fundamental opposition to the
narrator, and by introducing parashadowshe further impairs the ability of
the narrative to advancethis ideal. In doing so, Ippolit plays a significant
role in shifting the focus of the novel away from Myshkin's messageof
hope, compassionand the possibility of interaction which allows all to
achieve selfhood, and towards the darker vision of human isolation and
misery and the impossibility of attaining selfhood.
The narrator's control of the text is also weakenedby Nastas'ia
Filippovna, who is a masterof parashadowing.Her first two appearancesin

93'Roman-Nevaliashka',p. 136.
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Pavlovsk cast two major parashadowson the novel, one in relation to
herself, the other to Radomskii. Her intrusions indicate to both the reader
and the other charactersthat sheremainsactive in the background,and that
Radomskii also hasongoingand intriguing private affairs of which we have
seennothing. As well as using this device to avoid finalization by others,
Nastas'ia Filippovna, as we have seen,gainsa pervasiveinfluence over the
entire text by forcing herself to the forefront of the other protagonists'
thoughts and speculations, and in doing so, she also undermines the
introduces
highlight
The
the essential
she
narrator's position.
parashadows
lack of plot in the central sectionand createthe impressionthat the narrator
is telling the wrong story altogether;sheplacesa questionmark againstthe
is
fitness
that
to
she
controlling eventseven
narrator's
narrate,and suggests
in her absence,whilst also acting as a reminderof the hero's failure to save
her, which further weakensthe ideal. Through her use of parashadowswe
also seethat Nastas'ia Filippovna's bid for self-determination,even more
so than Ippolit's, extendsto a sustainedattempt to take over the narrative
and control both the future direction of eventsand the entire atmosphereof
the text.
Against this background,the narrator's loss of control, linked with
Myshkin's falling away from the ideal and consequentcorruption of the
perfect self-otherrelationshipof the two, becomesincreasinglyobvious. In
the secondhalf of the novel, the changein the Prince is marked in seveml
ways. As well as admitting that he suffers from double thoughts, he is
guilty of psychologism.and, in contrastto his previous opennessand refusal
to judge, now makes simplistic, finalizing statementsabout the hcroine
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an overriding
indifferent

is
he
death,
but
facing
for
those
not
now,
although
concern

to Ippolit's

fate in the way that other characters appear to be,

this concern is absent; the Myshkin
hitting

his sister would,

Gania
from
I
Part
prevented
who
of

we feel, have remained constantly

vigilant

and

never have allowed the situation to arise.

After

Ippolit's

narrative matters quickly

deteriorate and the

by
damaged
the
between
Myshkin
the
narrator, already
and
relationship
3,
in
IV,
Part
its
the narrator,
chapter
when,
nadir
six-month gap, reaches
who until this point has been temporally simultaneous with the action,
suddenly interrupts his chronology. In explaining

General Ivolgin's

downfall, the phrases 'cymaToxa c reHeWom BO BCAKOe;xpyroe upcmji
KOH-Huiaci6(5161
HHqem', and 'Ha 3TOT pa3 B ((cymaToxe c rmicpanom))
(V114
400,401),
npORBIUTOCb
HeqTD Heo6161KHoBeHHoe'

indicate that the

narrator is now reflecting the perspective of the story as it is viewed aflcr
the event, rather than as it appears at the time. As presentness plays a
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fundamentalrole in coming into being,this changeis extremelysignif icant,
marking a further split betweenMyshkin and the narrator.The interruption
of chronology is possibly due to Myshkin's shame at having failed the
General, suggestingthat, as with the painful events of the missing six
However, on
months,he is again trying to eraseit from his consciousness.
this occasionthe narrator does not participate in the cover-up,but instead
exposesthe inadequaciesof the Prince, suggestinga loss of patience.Thus
in
in
Murav
the
texture
the
the
of
narrative
occurs
sees changewhich
while
the secondhalf of the novel as being primarily the result of a shift in the
both
Myshkin and the
it
is
to
that
narrator's positioný'
more accurate state
in
in
lose
They
their sharedethical
trust
one
another,
and
change.
narrator
his
ideas
hero
ideal.
Having
to
the
express
allowed
and meta-narrational
directly, the narrator in the secondhalf of the novel becomesincreasingly
97
in
unwilling to continue this mode; now he merely tells us that Myshkin
talked and does not presenthis words (vni, 429). Moreover, at the soirde
into
farce,
ideal
descent
Prince's
the previously
the
the
of
which marks
in
in
describes
him
tones
and
patronizing
a
supportive narrator
critical
98
half
for
four
and a
pages. The extended
single paragraph stretching
description of Myshkin's inadequaciesemphasizesthe changein him and
in his relationshipwith the narratorsincethe openingchaptersof the novel.
Furthermore, the narrator has already by this stage betrayed a
important
his
focus
the
the
to
main eventsand
most
reluctance continue
on

96Holy Foolishness,p. 84.
97As Miller notes,Author, Narrator, widReader, pp. 145-161.
98SeeMiller, Author, Narrator, and Reader,pp. 149-50.
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in
he
interest
His
and
practical
ordinary
people,
which
characters. excessive
indulgesat the beginningof PartsIII and IV (VM, 268-70,383-88) indicates
that he is no longer able to cope with the fantastic and extraordinary
Nastas'ia
his
initial
the
conception,
of
mainstay
characters who were
Filippovna and Prince Myshkin. Faced with the disappearanceand
latter,
deterioration
former,
the
behaviour
the
the
of
and
ethical
of
eccentric
the narrator, confusedand searchingfor a new story, turns with increasing
frequencyto trivial issuessuchas Gania's reactivatedplot to marry Aglaia.
As Myshkin's ideal fades and his misssion is side-lined, the narrative
becomesgraduallymore aimlessand fragmented.
Towards the end of the novel, the hero, as well as failing to

final
(in
for
in
the
the
episodewith
selfbood
other's quest
participate
GeneralIvolgin) also loses his senseof the opennessof time, as he
becomesprey to determinism.More than embarrassment
or shameat
breaking the vase at the Epanchins' soirde, it is the 'c6hiBujeecq
fulfilment
him
(Vin,
454);
horrifies
the
of the
upopoqecTBo'which
is
he
Myshkin
to
that
of
wrongaboutthe openness
premonitionsuggests
This anxiety concerningthe
time and the importanceof presentness.
is
its
in
hero's
the
expression analogous
role
metaphysics
of the noveland
to doubt which, as the Epistle of Jamesstates,is a form of doubleimplies
has
lost
Myshkin
determinism
that
The
towards
mindedness. move
his faith in the possibilityof selfboodand moral responsibilityand, as it
loss
the
which also underminesthe
of presentness,
parallels
narrator's
hero'sselfliood,pointsto thecorruptionof theideal.
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However, the definitive separation of Myshkin and the narrator
occurs only after the confrontation of Nastas'ia Filippovna and Aglaia. In
this key scene the Prince reveals the extent of the loss of his selfhood and
ability to act for the other. Although his feelings about the meeting are
described

('BCa

4)aHTacTH,
qecmri

3TO OH AaBHO ywe
coH o6paTHjic3i upyr

ripeAqyBCTBOBan. Cambill
B caMYM APKY1OH PC3KO

(viný 470)), he plays no active part
o6o3HaqmiuywcA AericTBHTejl]6HOCTb'
in the scene and is reduced to the status of onlooker. At the end of Part I

her
intervenes
heroine,
find
Myshkinmakesstrenuous
to
the
to
offer
efforts
in
follows
her
Moscow
life
to
orderto try
new andanalternativescript and
to fulfil his promise.However,by thetime of the confrontationscene,heis
a bystanderwho doesnot makean active choiceto stay with Nastas'ia
Filippovnaand return to his quest,but doesso by default when Aglaia
provesunableto standher ground.Myshkin'ssimilarityto Rogozhinat this
instructive;
is
the fact that neitherman participatesactively in the
point
Nothingdependson them
sceneimpliesthatbotharereducedto otherness.
as, ultimately, only Nastas'ia Filippovna, in her twisted striving for
selfhood,hasa choice.
The Prince's sacrificeof the chanceof normal happinesswith
Aglaia suggests that he is re-focusing on the ideal and retreating from
egoism, but in fact matters have changed so much that it is by this stage
hopeless; lacking in presentness and selfhood, alienated from the narrator
and undermined by Ippolit's dark vision, he no longer has the capacity to
be I-for-another. 11ispassive, fatalistic acceptance of the situation is evident
in his attitude towards the wedding: 'KHA3h cornacHncq cBo6oAno; Aaxce
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Ku-To pacce3iffHoH BpoAe Toro, rau eCJIH6j6i nonpOCHJTH
y iiero KaKyloBeuu,' (VDI, 478). The perfect self who
HH6YAhAOBOJ116HO
06BIKHOBeHHYIO
previously championed choice, responsibility and presentness now merely
is
behaves
though
through
the
and
as
everything
goes
motions
enddetermined. Returning to his quest seemsto be more a case of attempting to
save himself from his loss of faith in the ideal than trying to save the
heroine.

Emphasizing Myshkin's alienation from himself and from the
present, the narrator withdraws completely from his relationship with the
hero. From this point onwards, although he is not an embodied chronicler,
the narrator behaves as though he is, relying on eye-witness accounts for
key events, without any privileged knowledge of what is happening,
exchanging omniscience for gossip. 11is descriptions of events are littered
* 4MhI Maem
with qualifications such as, 'Ham coBepiueHHOH3BeCTHO,
rame, ' 'Ham H3BecTHoTaxwe,' 'paccKa3E&BajiH'(vin, 478), which suggest
not knowledge but its absence.As the comparison with the Epistle of James
has shown, gossip is a divisive force, which undermines both interpersonal
relations and the stability of narrative. The fact that the narrator indulges in
it indicates that he too has lost sight of the ideal with which the novel
began, and is now prepared to perpetuate potential falsehoods which
prevent harmonious interaction and condemn the characters to otherness
is
faith
he
help
too
than
them
to
guilty
of
without
rather
achieve selfhood;
works, according to the meta-narrational standard with which the novel
began.
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Not only is the narrator losing control of the eventshe is supposed
to be narratingby this stage,but half the time he doesnot even know what
the eventsare,as his confidencein and patiencewith both Myshkin and his
own narrative are undermined.His reaction to the forthcoming wedding
indicateshis completeloss of interestin the hero:
H

BoT,

ecim 6r,.i crq)ocwiH y Hac

pa3'bRCHeHHA,

-

He

Hacqe-r

oneHKoB co6mnm, a npocTo miLub HacqeT Toro,
6a
Y;
B
XOBjieTBopAeT
CBaAY.
Ha3HaqeHHaq
KaKorl
cTeneHH
COCTOAT B
KH.93A, B meM HmeHHO
xceiiaHHAm
Aerimmemaibim
3TH )KeJlaHHA, KaK HmeHHO OrlpeAeJIIM
HaCTOXII]DW MHHM
cocTojme Ayxa HainerorepOAB HacTomatiri MOMCHTH np., H np. B
6huH
6ojupinom
6bl
B
r[PH3HaemcA,
nom xce poAe, - To MLI,
3a-rpy;xHemm oTBeTHn (vm, 477).
Hmaumcmqecmix

The split in Myshkin'spersonalitycausedby double-mindedness
and his
from
declineinto otherness
dissociation
the
the
of
narrator
coincideswith
leavingthe narrativein a stateof total uncertainty
thehero'sconsciousness,
the lossof the ideal.Moreover,whenthe narrator
andfurtheremphasizing
noteshis approvalof Radomskii'sinterpretationof the Prince, stating,
H ACHO, m, noBTopAem,
C IIpe3BUIqaHHO10 ;xaxce
'Pa3ymHO
ncuxononiefl.
pa3BepHYJI

OH

npeA

FJU3A

oiuomeHHR

KHq3em

KaPTHHY

(DHAHnnOBHe"
HacTacL-e
K

Bcex

6blBMIHX

co6cTBeimbix

(vm, 481), he moves towards

the tendency to finalize and passjudgement on the hero who in Part I was
given his own voice, and is thus himself guilty of a failure to sustain the
striving for the ideal.
As the narrator is so closely allied to Myshkin's consciousness.
when this is undermined by the forces of double-mindedness and otherness
(the hero's fall), the fabric of the narrative is also corrupted by the
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impossibility of expression,which is the linguistic result of the Fall. As
Jonesstates,'In Part IV the narratorappearsobsessedwith the businessof
99
itself,
narrating
as the story he is supposedto be telling bccomes
progressivelymore difficult to define:
rIpoumo
riiaBe,

; xBe HeAejlH nowic
H nojioxceHHe

co&mm,

; xericTByioiixHx

paccKa3aHHOrO B rlOcnC; XIICII
JIHIJ Hatuero

paccKa3a ; jo Toro
TPYAHO rlpHcTynaTh
K

H3MCHHJIOC]6, MTO HaM lqpe3BLrqarlHO
npoAomKeHHIO 6e3 OC06161X06BACHeHRR. H o; lHaKo, M161IIYBCTBYCM,
qm AomKHi6i orpam-nmu
npocTE-im H3jioxceHHem ýaKTOB, no
B03MO)EHOCTH 6e3 OC06EJX 067,31CHeHHfi, H no Becj6ma npocTotl
UPH'qHHe: noTomy, qTo caMH, BO MHorHx CJlyqaRX, 3aTpyAHAeMCA
TaKoe npeAyBeAomnettHe
c HaineH
061, ACIMII
HPOHciueAmee.
H HeAcithim
CTOPOR161; XOMKHO rlOKa3aTECA BecEma cipaHHi6iM
To, o qeM He Hmeeiim IIH AcHoro
,qHTaTeino: KaK paccKaumaTi,
(vin,
475-76).
nOHAnW, HH jmqHoro mHemA?

Like his hero in the latter part of the novel, the narrator has lost the ability
to narrate, again suggestingan underlying connection between the two
which, when it is subvertedand subsequentlybroken, has an enormous
impact on the form of Idiot, the inability to narrateof both is in large part
due to the loss of presentnessand selfhood,and the corruption of their ideal
relationship.
By the end of the novel, therefore,the ideal has disintegratedand
the narrative is on the verge of collapse; Myshkin and the narrator are
detachedfrom each other and insensitive to the present, destroying the
interconnectedchain of being which they initiated. When Rogozhinrescues
Nastas'iaFilippovna, neither the Princenor the narratorhasany further part
to play, and it is for this reasonthat the flight and murder sceneare not

" Dostoyevsky
after Bakhfin, pp. 115-16.
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depicted. Nastasia Filippovna has taken control of the narrative to the
extent that when she changesher mind on her wedding day, she scripts
Myshkin - and indeedthe narrator- out. The narrator's failure is evident in
his inability to mediate the most important event of the novel, while
Myshkin's fatalistic attitudeand lack of positive reactionis in stark contrast
to his earlier concern for those facing death and his willingness to follow
the heroineand fight for her salvation.
The novel, which begins with the 'nojioxcHTejihHonpeKpaciihIn
' an ideal narrator-herorelationshipas a model of selfhood,and a
qejlOBeK,

interconnected
being
the
to the
to
of
chain
saintlyscriptwhichaims extend
othercharacters,
who are sufferingas a resultof their inability to interact
with each other in the present,ends with the affirmation of the very
oppositeof the ideal.Theherois unableto withstandhis testing;to return
to Dostoevskii'sfamousletterabouthis creation,whatthe noveldepictsis
' but alsothe fact that
not simplya 'nonoxcirreju.
HonpeicpacHLift
qejiOBer,
he is so difficult to portray, especially nowadays(xxvaii,

251).

Meanwhile, Nastas'ia Filippovna"sawarenessof presentnessand its
choices,her flair for the dramatic,and her ability to persuadeor coerce
othersinto participatingin her scriptallow herto achieveherultimategoal,
However,her self.
the freedomof absolutenarrativeself-determination.
in
is
the
the
affirmation at expense
of
other; orderto attainit, shebreaksthe
chain;althoughsheusesthe otherfor herown cominginto being,it is in no
sensea mutualevent,as Rogozhin,Myshkin and the narrator(as well as
Aglaia,RadomskiiandGania)all discoverto their cost.
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The open-ended,un-pre-determinedform of the narrative, which
reflectsMyshkin's ideal of the possibility of awarenessof every secondand
in
interaction
the
the prescntý
through
process
of
achieving selfhood
buckles and flnally collapsesunder the pressureof Nastas'ia Filippovna's
scripting and the determinismsheimposeson the text. It is the culmination
of her script which gives the novel closure,as it causesnot only her death,
but also Rogozhin's illness and imprisonment and the Prince's idiocy,
indirect
be
Aglaia's
seen
as
an
result of the
while even
marriage can
heroine's control over the text andMyshkin. The characterof the hero is, as
we have seen, developed as an antithesis to Dostoevskii's ambivalent
fate
his
his
ideologues,
the
own
creations and
script,
remnants of
and
notwithstanding, ensure the continuing opennessof the narrative. The
strength of Nastas'ia Filippovna's will, however, combined with Ippolit's
spiritual anguishand dark vision of reality and Rogozhin's primal instincts
and willing enslavementto the heroine's purpose,return the mania for selfaffirmation, power over others and (a)moral freedom in the face of
impending annihilation to the forefront of the narrative,tipping the balance
away from the ideal and faith, towards doubt and double-mindedness.In
doing so, they test and subvert the form of the novel to the point of
destruction.

347
Conclusion
This psycho-poeticanalysisof Idiot, concentratingon charactcras the
structural determinantof the novel, has identified four main strands
dominatingthe ideasand actionsof the protagonists.
The first two, selfotherinteraction,in bothpracticalandperceptualterms,andissuesof faith
in
dualism,
doubt,
particularly the contextof human
and
and
or wholeness
and the conceptof
mortality, are linked by the other two: presentness
but
interaction
impels
Scripting
controls
also,
and
not only
scripting.
becauseits re-creativeimpulseoriginatesin the Fall and humandualism,
define
it
direction
from
to
they
the
and
as
characters,
attempt
within
gives
in
the world of the novel
their
their
and
place
alter
relationswith others
in
to
their
of reality, orderto achievesellbood.
according
own conceptions
is an importantaspectof scripting,astrue dialogicinteraction
Presentness
it introduces
leadingto selfhoodcanonly occurin the present,andbecause
facing
into
interhuman
By
the
relations.
choiceand moral responsibility
faith,
dualism
fundamental
andthe self, attemptingto address
problemsof
the problemsof temporalityandreconcilelife with the fact of death,and
issues,
define
interactions
their
to
these
to
their
attitudes
and
explore
using
the protagonists
areinstrumentalin structuringthe text throughthe process
their ownexistence.
of contextualizing
By highlightingthe strategies
the characters
usein their attemptsto
control the other protagonistsand the directionof the narrative,through
adoptingrolesbasedon literary and cultural prototypesand allocatingto
otherscomplementary
partsin their scripts,aswell asexaminingthe extent
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to which they succeed,the concept of scripting enablesus to dcrine the
dynamic influenceof the characterson the structuringof the text. The ideas
and attitudes underpinning the protagonists' scripts thus also play a
significant role in shaping their interactivity and the direction and
movement of the novel as a whole. Scripting therefore differs from
French's concept of 'storiness' in three ways,1 as storinessis spiritually
negative, relatively static and backward-looking.In contrast, scripting is
spiritually neutral (dependingon the content of the script it can be either
impose
limits
can
serious
on
aspects
positive or negative,althoughnegative
the viability of a script), and is forward-looking and dynamic. It is a means
of controlling others as well as a source of self-orientation and, unlike
French's analysis, incorporatesthe compelling argumentsput forward by
Morson on temporality in the novel.2 It posits a future not only as yet units
but
in
the
created, also susceptible
processof creationto the influence of
individual characters'scripts; it is becausethe novel was written without a
in
its
becoming
instead
is
the
process
of
pre-determinedplan and
presented
that the charactersare able to influenceits structuring.
Prince Myshkin proposesa solution to the essentialexistential and

in anidealmodelof ethical
psychological
problemsfacedby thecharacters,
reading,narratingandsaintlyscripting,which focuseson the connections
betweenfaith andhumaninteractionandprivilegesthe otheroverthe self,
in
from
aimingto overcomedualismandthe separation
self
of
other order

1DostoevskY's
'Mot' Dialogueaml theSpirituallyGoodLife. seepp. 13,32 above.
2In'Tempics' andNarrativewjdFreedom,seepp.202-3,307-37
above.
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to gain accessto a 'higher reality'. Furthermore, its opcn-cndednessand
affirmation of the possibilities of presentness,illustrated in his cxecution
stories and originating in his pre-epileptic aura, are reflected in the
presentnessof the narration.
Nastas'ia Filippovna's Manichaeistic scripting, in

contrast,

free
desire
in
her
fallen
to
the
overwhelming
state
and
shame
at
grounded
herself from the control and finalizing tendenciesof others and achieve
self-determination,reinforces her dualism, but also allows her to exert a
by
Aided
deal
the
the
other characters.
narrative and
great
of pressureon
Ippolit's anguishedvision of human misery and isolation, and the many
by
Prince
the
on
others,as well
emotional
and
attacks- physical, verbal
(in
forces
hero
influence
detrimental
the
the
of
external,
worldly
as
on
particular money and exclusive, romantic love), the heroine gradually
underminesMyshkin's compassionand messageof hope, replacing it with
the bleak atmosphereand increasingly tragic senseof determinism which
permeatethe latter part of Idiot. The collision of the major scripts give
tension to the narrative, but the balance gradually shifts away from the
Nastas'ia
Prince's
towards
through
the
closure
opennessof
saintly scripting
Filippovna's control and Ippolit's negation of the possibility of selfbood,
resulting in the loss of the ideal. The denouementillustrates the disastrous
consequences
of this for the protagonistsand the narrative.
By examiningthe text throughthe prism of Bakhtin's essay'Avtor i
difference
between
focuses
the
self and other
geroi', which
on
perceptual
and its implications for both human interaction and narrutive, in
conjunction with the themes of double-mindedness,doubt and conflict
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raised by the Epistle of James,we have been able to identify the nature of
the ethical-aestheticideal and its problematic, paradoxical aspectswhich
presentobstaclesto its achievementin both ethical and narrationalterms.
The structuring of Idiot therefore provides a meta-narrationalanalogueto
the tension of faith and doubt as it impacts on the interrelations of the
protagonists.
This reading accountsfor the ambiguousand complex characterof
Prince Myshkin by examiningthe movementand changein his personality,
attitudesand actionsin relation to the peculiar featuresof the nan-ativeand
the changesit undergoesafter Part I. It also explainsthe central role played
by Nastas'ia Filippovna, Dostoevskii's most extraordinaryand compelling
female creation, who has been generally underestimated by critical
approachesthus far, and Ippolit's essentialcontribution to the form of the
novel. In doing so, this line of investigationsuggestsa new approachto the
analysis of character in narrative which draws a line between poststructuralismand Bakhtinian poetics;character,in this conception,is both a
textual phenomenonand textual determinant,and an embodiedvoice in a
dialogue of ideas. The shifting dynamics of Idiot and its strange,
interplay
the
the
therefore
of the
of
result
experimental structuring are
fight
for
they
selfhood and control
characters' competing scripts as
amongsteachother and within the world of the novel.
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