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ABSTRACT

DIALOGUES IN DOSTOEVSKI1)'S PRESTUPLENIE I NAKAZANIE AND
BRAT'JA KARAMAZOVY: AN EVALUATION OF BAXTIN'S POLYPHONY

by
Curt Marshall Whitcomb

The dissertation analyzes the polyphonic relationships in Prestuplenie i
nakazanie and Bratja Karamazovy It defines narrators and primary
characters, who have one or more voices which denote specific attitudes
without being defined linguistically, sociologically, or psychoanalytically.
These voices manifest themselves as contrasts and contradictions, but not as
"moods.” The dissertation identifies five voices for each narrator. Dostoevskij
reveals crucial developments not through mere narrators, but through
characters who themselves "narrate” and “author,” thereby increasing the
power of their voices and motivating their direct and sustained expression of
ideas. The characters' voices penetrate narration through indirect quotations,
quasi-direct discourses, and "character zones." In quasi-direct discourses the
narrators yield to the tone and texture of the characters’ voices while
formally retaining control of their speech. "Character zones" represent the
characters’ “unauthorized” entries into narration. Dostoevskij speaks through
both favored and unfavored voices in a manner consonant with polyphony.

The characters reveal themselves and others through their opinions
about personages and key issues, supplanting the narrators and providing
complete portrayals of one another. Most characters, Raskol'nikov, Alesa, and
Dmitrij among others, have two or more voices. To understand Dostoevskij's
treatment of ideological issues, one must consider precisely whose voice
comments upon them. Some characters’ voices actually penetrate the speech
of others, who thus make statements not belonging to their own voice
complex. The characters have no static profile that the narrators could
objectively portray and are therefore sources of rather than vessels for



ideological opinions. Some features of dialogue condition the polyphonic
exchanges: penetrating and provoking devices, the "“lazejka" device, the
“ogljadka” device, circumscription, inner and hidden dialogues, and gestures.

The dissertation thoroughly evaluates Baxtin's theory that the
characters' voices contend powerfully with Dostoevskij's in many ways.
Baxtin himself does not recognize how many distinct narrator and character
voices are present in these two novels. The dissertation proves that the
narrators neither define the characters nor reveal more than they do, but
rather yield important prerogatives like characterization to the personages
themselves. Characters' voices penetrate each others' speech and narration.
Dostoevskij uses the facts of the novels against certain characters. His
narrators occasionally introduce damaging details about these characters,
who themselves compromise their own arguments with their own
statements. These phenomena do not overshadow the dominance of
polyphony in the novels.
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INTRODUCTION

In this dissertation I ascertain the ways in which Baxtin's polyphony is
present in Dostoevskij's Prestuplenie i nakazanie and Brat'ja Karamazovy,
and define the role it plays in these novels. I also address limiting factors for
polyphony in order to determine the qualitative degree of its presence in
these novels. All of the topics that I discuss apply to both of these novels, so
that no arguments are based on evidence from only one of them. I chose
Prestuplenie i nakazanie and Brat'ja Karamazovy for this study because they
are the best known in world literature, because they were written at widely
different points in Dostoevskij's career, and because they may be considered
among the most dissimilar of Dostoevskij's novels.! The concept of the voice
is central in Baxtin's theory of polyphony. To this end I define voices of
narrators and personages, and demonstrate how these voices interact with
one another to produce the polyphonic structure of the novels.

Baxtin's concept of polyphony, as expressed in his works Problemy

atiki D I ‘Estetika sl and V i
i_éstetiki envisions a plurality of unique and independent voices, each
representing and bearing the ideas of an individual consciousness while it
interacts with the others2 According to Baxtin: “TloBciony - ompenenexHas
COBOKYTTHOCTb MAGA, MuCABA W CAOB TIPOBOAMTCR TTO HBCKONbKAM HBCANAHHBM . H
TrON0CAM, 3BYYE B KAXAOM no-nnony."3 Baxtin stresses that in polyphony the
voices of personages participate in dialogue on an equal basis with the voices |
of the author: “N306paxaemMoe CAOBO CXOQANTCA CO CAOBOM M306paXaIOLLIAM Hoﬁ
OQHOM YPOBHE W HA pPOBHMX npaaax."“ He also considers it essential that ideo-
logical stances expressed through the voices of Dostoevskij's characters are
brought into each others' purviews and evaluated by each other: "Kaxnes
yyxas ‘TpaBAa,’ TIPEACTABAGHHAA B KAKOM-HWGYQb POMOHE, HETTPeMeHHO
BBOAMTCR B NIMBNOTHUBCKHA KPYTo30p BCBX APYTHX BEAYLUNWX Tepoes nouuorog
pomuo.'5 Baxtin argues that in the polyphonic novel the author presents
little through narrators that the personages themselves do not already know:
", .. Y POCCKA3UNKE HET KPYTO30PHOTO W3b6wTKA, HET nepcnemnau."’ The

1
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voices of characters therefore become central in the polyphony novel, since
they assume many of the tasks that a narrator would otherwise perform:
“Bce 10, UTO aBTOP-MOHONOTHCT OCTABMA 38 CO6OA. . . JLOCTOBBCKHA oTaseT |, ;
CBOeMY Tepoio, TTPespaLLas BCe BTO B MOMBHT 6r0 CAMOCO 3HAHNA. "7 These xn'eJ
the properties of Baxtin's polyphony which I interpret as most central to it
and which I evaluate in Prestuplenie i nakazanie and Brat'ja Karamazovy.
Chapter One examines the manifestations of polyphony in the narration
of the novels. The narration incorporates a number of both narrator and
character voices, which alternately compete for readers’ attention.
Dostoevskij conducts the narration of the novels through five different
voices, each of which is not reducible to linguistic characteristics or to
particular dialects, but represents an individual attitude toward personages, } P
events, and issues. He discourages his readers from relying upon narrator.ﬂ
for “correct” interpretations of what is proceeding, and thereby requires
them to reckon with all of the voices in the novels. In this way Dostoevskij
foregoes easy victories over his less favored characters with the hope of
making readers’ agreement with him all the more significant and committed.
I argue in Chapter One that for the narrators of each novel five different
voices are present, none of which enjoys particular domination over heroes’
voices throughout the novels. On this one matter I diverge somewhat from
Baxtin's view about narration in Dostevskij's novels: "CnoBo pacckasunka n 8
TO3AHEALLNR TIPONIBEAGHHAX HE TIPHHOCHT C COGOI0 TI0 CPABHEHNIO CO CAOBOM
TOpoes HNKBKNAX HOBMX TOHOB M HIKBKMX CYLLBCTBBHHMX YCTEHOBOK. . . B obuieM,
paccka3 aBuXeTCH MeXAY ABYMA TTpenenaMn: MeXAY CYX00CBEAOMNTENbHLM,'
TIPOTOKONbHMM, OTHIORb He M306paXAIOLNM CAOBOM W MEXAY CAOBOM ropoa."s'
Baxtin here overlooks the variety of narrator voices which is not reducible to
a pattern of alternation between a dispassionate narrator and personages.9
Grossman observes that Dostoevskij's novels appear to be composed of
widely differing genres.lo This has bearing on the narration of these novels.
Baxtin however adds an important qualifier: "Ecam 6u T'poccMeH cBA3GA
KOMTIOSHLNOHHMA TIpAHUNTT JIOCTOEBCKOTO - COBANHEHWE UYXEPOAHWX W
HECOBMECTHMBALINX MATEPMEJNI0B - C MHOXECTBEHHOCTLIO He TIpHBEAGHHMX K
OAHOMY MAEO0AOTHYECKOMY 3HAMEHATENIO LeHTPOB-CO3HAHNA, TO OH TToAcwWen
6m BTMAOTHYI0 K XYMOXOCTBEHHOMY KJIOWY PpOMaHOB JLOCTOEBCKOTO - K
noandowmn.1 1 Each narrator voice is associated with a particular speech |
genre, so that Grossman's observation is applicable to the polyphomc



structure of the novels.

Included in Chapter One is a survey of means Dostoevskij employs to
guarantee that narrators retain only a minimal degree of external
omniscience and delegate as many of their functions as possible to

characters. This does not vary with narrator voice, since no one of these -

necessarily reveals more about characters than do the others. Baxtin
considers that polyphony radically changes the structure of Dostoevskij's
novels by sharply altering the relationship between heroes and narrators in
what Baxtin calls a "B MaAeHbKOM MaclTabe KOTI@PHHUECKMA nepesopor."12
Reality in the novels thereby no longer qualifies the hero, but instead itself
becomes qualified by being refracted through the heroes’ consciousnesses. To
this end Dostoevskij's personages often appear as narrators and even as

“authors” in their own right as they relate information about themseives and ;.

others, and compose literary “works” to assist them in presenting their
ideological positions.13 The narrators appear to tacitly recognize the active
presence of characters’ voices and to approach them as if they might
respond. Characters for their part take over narrative passages in what
Baxtin calls “character zones.” He considers that these passages signal
dialogue between the voices of narrators and characters: *Y repos poMoHs,
KOK CKA38HO, BCETRA 8CTb CBOA 30HA, CBOA CHepa BANAHAR HE OKpYXBIOLLMA
@BTOPCKNA KOHTEKCT, BuXOAAWIBA - UBCTO O4EeHb NBNGKO BuXOAAW|ER - 38
Tipenenn OTBEAEGHHOTO Tepol0 TIPAMOTO choBa”; “TIpuTOM BTW ABa ToAOCE
ANAOTHYECKN COOTHBCEHM, OHI KBK 6 3HBIOT ApYT 0 Apyre (KaKk ABe perankn
NNGAOTA 3HAIOT APYT O ApYre M CTPOATCA B BTOM B3GMMHOM 3HGHWNM O cebe),
KeK 6w Apyr ¢ apyrom 6ecenyior.” 14 Baxtin here finds character zones in the
immediate vicinity of heroes' utterances. We will see, however, that
character zones are present not only in the same area as direct or indirect
utterances of characters, but also in passages about characters in which only
a narrator seems to speak.

Dostoevskij's narrators actively take positions, siding with heroes which
Dostoevskij favors and openly rebuking heroes which Dostoevskij opposes. 1
do not believe that this affects polyphony negatively, since narrators speak
directly, in a manner consonant with their particular voices, without denying
characters the opportunity to express their own views about themselves and
thus “answer" criticism. Baxtin correctly points out that polyphony does not
deny the author's own presence among the voices and intonations of the
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novel: “OT aBTOpa MOANDOHNUECKOTO POMAHE TPEGYSTCR He OTKA3 OT cebs W

CBOSTO0 CO3HAHWA, 8 Heo6wualHOe pacluMpeHne, yrayéaeHwe W mepecTpofixea

8TOTO CO3HaHMA."lD He argues that since Dostoevskij's heroes can overturn

any judgement about themselves, the author treats them as if they could

answer him and avoids making statements about them that they or another

character would not make: “ ... 0 HAX HAYETO HO TOBOPHTCA 3BOYHO WAN 38

aakpuTod neepsio.” 16 We will see that narrators criticize minor characters )
much more directly and frequently than they do primary ones. Dostoevskij's

opinions enter the novels through the speech of narrators and characters,

both those he favors and those he does not. This does not guarantee them

dominance, however, but only places them in direct confrontation with/,
opinions of personages.

Chapter Two presents an evaluation of character voices, their
relationships to each other, and their role in characterization. I demonstrate
the presence of more than one voice for nearly every primary character in
the novels. These voices reveal themselves not lexically, syntactically, or
stylistically, but rather by their tone and attitude to what they discuss and
to the worlds presented in each novel. This represents an extension of what
Baxtin discusses when he characterizes dialogue between personages, since
he generally speaks of single voices for characters which vary their tone as
they influence each other. I consider it not only possible, but essential to
define voices within personages in order to clarify their inner dialogues and
varying ideological positions. The voices of Dostoevskij's personages play a
major role in characterization which rivals and even surpasses the narrators',
bearing out Baxtin's statement: “CnoBo Tepos 0 ce6e CAMOM W 0 MHpe TaK Xe |
TIOAHOBECHO, K&K 06niuHOe 8BTOPCKO® CAOBO; OHO He TTOAMMHEHO ohexmony!
06pa3y repos K&K ONHE W3 BTO XBPAKTEPMCTHK, HO W HE CAYXAT pynopon*
esTopcKoro ronoca.”l7 Characterization of heroes by narrators alone would I
leave an incomplete and fragmentary picture of them. As characters 1 o
comment upon others, they also reveal themselves by the manner in which
they express their opinions, so that the process of characterization acts in |
two directions at once. As noted above, I consider it correct to speak not
merely of individual character voices, but of voice complexes for each '
primary hero. Pamiliarity with each character's voice complex makes it
possible to discern differences between overtly similar statements by
personages, illustrating thereby how a given position in the novels may

\(al
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become two-sided when espressed with two different voices. This is because / ’ o
the ultimate quality of a belief or thought, according to Baxtin, is a function
of the individual voice: "0OHa He MOX®ET 6uiTb HBRTPANLHOA K caMocoaxaHmio."18
The assessment of voice complexes for each hero offers a way to clarify
ideological positions as they are presented in the novels. A voice of one
personage may penetrate that of another, just as it may in narration as a
character zone. This penetration provides subtle evidence that voices exert
pressure upon one another from within as well as externally in open
dialogue. It happens both with positive and negative heroes, and ties their
voices together in such a way that readers must not immediately assume
that a given utterance represents the true feeling of the speaker.

Chapter Three examines certain dynamic factors in the novels which,
according to Baxtin, condition the process of polyphonic dialogue. These
factors have their basis in Baxtin's view of dialogue, which in turn is central
to his theory of polyphony. Baxtin defines not phonemes, words, phrases, or
sentences, but utterances as the real units of speech, the boundaries of which
are determined by changes in speakers. In this way the self-conscious
awareness of speakers dictates the course of dialogue as they both interpret
what has already been said and anticipate what will be said. The factors
which I evaluate in Chapter Three are: penetrative devices, the n83eAka
(“loophole”) device, the orasaxa ("sideward glance") device, circumscription
devices, and inner and hidden dialogue.19

Characters try to penetrate the thoughts and intents of others for
various reasons. They may wish to assess their beliefs in order to combat
them or accept them. They may also want to learn of hostile intentions..
These penetrating attempts motivate the speech of characters and thereby{ "
provide a medium for ideological dialogue. Characters approach one another]
directly with questions and challenges, or indirectly by influencing the .
course of conversation or by simply listening carefully for signs of the /
speaker's real meaning. The sna3edka device in its many variants allows
characters to continue dialogue by escaping summations that would end it to
their own disadvantage. Words with a n83efka in Baxtin's view appear to be
final but actually are not, and in this way possess a chameleon-like quality:
"Jla3eAka - 3T0 OcTaBseHne 38 CO6OA BO3MOXHOCTM W3IMEHWTh TIOCABAHAR,
OKOHUATEAbHWA CMuCA cBoero cnosa."20 Nearly every character practices’
some form of the na3edka device as they redirect, equivocate on, openly
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contest, or avoid judgements of other personages about them or their
arguments. While the na3eAka device permits characters to escape actual
attempts to provoke them, the orsasgka device preserves them from

possible ones. Baxtin describes the orasnke as a defense mechanism by | -

which characters actively anticipate responses to their speech.2! I find that
the heroes do this by focusing attention on effects of their past statements,
possible outcomes of future ones, and the persuasiveness of their statements
as they utter them. They also follow conversations between others in order
to decide how they themselves should speak. Personages use
cimcumscription devices to frustrate another’'s use of the sna3lefAke and
orasnxka devices. They try to anticipate conclusions of dialogue partners in
order to overturn them in advance or to parody them. They also propose
conclusions for others as the only ones possible. These circumscription
devices represent attempts to end dialogue in a manner agreeable to one's
own point of view, and generally do not prove successful to personages who
use them. None of the factors mentioned in this paragraph is unique to the
polyphonic novel, but together they play a strong supporting role by
motivating and promoting the polyphonic interaction of voices which
characterizes the novels.

Manifestations of inner dialogue and hidden dialogue illustrate how
voices interact within the consciousnesses of each personage. Baxtin
discusses inner dialogues of Raskol'nikov and Ivan.22 Not only these two,
but nearly every hero in the novels conducts some form of inner dialogue.
They employ only one voice when they “talk to themselves” or deliberate
alternatives. They bring two or more voices into play with other forms of
inner dialogue and hidden dialogue. Hidden dialogue for Baxtin occurs when
an absent speaker's words act upon those of the present speaker, who
accounts for the other's voice without necessarily being consciousty aware of
its influence23 I discuss the importance of hidden dialogue in critical
passages from the novels, as characters respond unaccountably to others’
remarks and experience difficulty in maintaining desired voice tones.
Chapter Three concludes with a discussion of the role gestures play in
polyphonic dialogue.

In the conclusion I address aspects of Prestuplenie i nakazanie and
Bratja Karamazovy which in some way contradict Baxtin's theory of
polyphony. Baxtin recognizes that some passages in Dostoevskij's novels fall
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out of the polyphonic scheme 24 The issue for polyphony, however, is
whether this occurs throughout large portions of the novels. Dostoevskij
sometimes has his narrators use their superior knowledge to convey
information about characters that the latter themselves are not aware of. He
also uses compositional techniques to influence readers’ understanding of
key voices, and thereby sidesteps the voices of his characters and narrators
in promoting his views. Dostoevskij compromises the voices of some
characters by selective revelation of details, and contradicts assertations of
others with facts of the novels. This side of Dostoevskij's activity does not
overshadow his polyphonic technique, which remains dominant in both
novels.

Notes

IAs one illustration of the last point, the storyline of %
wmappears to revolve around a single hero, while that '
moves back and forth to follow at least several heroes.

) kogo (Moscow: “Sovetskag‘a Rossija,”
2SN0g festva (Moscow: “Iskusstvo,” 1979);
i (Moscow: "XudoZestvennaja literatura,” 1975).

3Baxtin, Problemy poétiki Dostoevskogo, p. 310.
41bid., p. 311

S1bid., p. 86.

61bid., p. 292.

71bid., p. 60.

81bid., p. 291.

YFor this reason I consider Vinogradov's treatment of cx22 inapplicable to

the novels. Vinogradov states:
Boo6lye XapakTepoM peun °‘CKA3NTeNn,” ee OTHOLeHWeM K
ANTEPATYPHO-TTOBECTBOBATEAbHNM (OpMAM  OTTpeaenseTCca B
CKa3e COOTHOLWeHNWe 06pa3a pacCKa3unke C 06pa3oM 6BTOpa-
TIMCaTeNA. YeM MeHblle B CKA3@ COLMBJbHO-BKCTTPECCHBHMNX
OTPAHNUBHHA, YeM CNaGee 8To COLWALHO- peueBas 3AMKHYTOCTD,
TO ©8CTb 4eM CHAbHee TATOTeHWe Cka3a K dopMeM obwiero
JNTEPATYPHOTO A3nKA, TeM OCTPee BuCTYMABT B HEM MOMEHT
TINCATEJIbCTBA, 8 Y8M TeCHee COJIMXEeHAe 06pa3d PacCKA3YMKE C
06pa30oM TINCATENR, TeM PAa3HOCTOPOHEe MOTYT GuTh GopMm
angnora, TeM Oohee BO3MOXHOCTEA AANR BKCTTPECCHBHOA
anpdepeHunaLnn peush Pa3HNX nebpcouaxeﬂ. . . CoOTHOLWeHNA
MeXAYy 06pa3oM PACCKA3YAKE W 00pa3oM 'aBTOPA’ AMHAMWUHO
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AeXe B TPeAenax ONHOA CKA30BOA KOMITO3NLWM. DTO BEAMUNHE
nepeMeHHas. JduHaMuKa GOpM BTOTO COOTHOLUGHAS MEHSET He-
TIPECTAHHO (BYHKLIMA OCHOBHMX CAOBBCHWX CHEp CKa 38, AeNasT WX

KONGNIOWAMACA, COMAHTHYBCKA MHOTOTI/IBHHLMA.
V. Vinogradov, ?_mn_migﬂx%{)ga Moscow: Gosudarstvennoe
izdatel'stvo xudoZestvennoj literatury, , pp. 122-123. Baxtin himself

remarks: “B.B. BnHOTPOQOB HBCKONBKO HBAOOLEHWBOBT 3HAUSHAE ANWAN0-
THUECKMX OTHOLIGHAR MeXQYy peyeBwMA CTHAAMN. . .° Baxtin, '
. 234. Korman provides a clue to the reason why Baxtin does
not address voices of narrators in their own right:
XepaKTepHo, 4TO TEPMHHOM ‘TTOBECTBOBATENL' W COOTBET-
CTBYIOWNMA 8MY CnoBOCOUeTAHMAMM. . . M.M.  BexTwH mpen-
TIOUNTEET He TOAL30BATLCA. DTO RANGKO He CAydaAHo. 38
OTMO3AUMEA '6BTOPCKAS peus’ - ‘TpAMBA  peus’ CTONT
TIPOTMBOTTOCTABAGHNS OBTOPS. . . W TEPOR. . . KaK SKBJAGHAA
OQHOTIOPRAKOBHX W, B KOHBYHOM CYETEe, PABHOTIPABHMY.
B. Korman, "Iz nabljudenij nad terminologiej M.M. Baxtina,” in Problema

wukgm“%mﬁ_?_-?’%fm (I2evsk: Udmurtskij gosudarstvennij
universitet im. 50-letija SSSR, 1978), p. 187.

10, Grossman,7 et 20 (Moscow: Izdatel'stvo AN SSSR, 1925),
pp. 174-175, 178 : poétiki Dostoe g0, pp. 17.18.
11Bartin, Problemy poétiki Dostoevskogo, p. 19.

12jpid., p. S6.

131 use the term “author” in the traditional sense as the creator of a literary
work rather than as the creator of %?:ven utterance. Korman points out the
necessity of this distinction in view of the variety of meanings this word has
for Baxtin: °. . . HETPYAHO YKA3ATL HA MHOXECTBO MECT, TAe COME MuCA
ABOATCA W B TIpenenax OOHOTO TPEAJSIOXEHWS COBEpLIABTCA Tepexon 0T
OAHOTO 3HAYEHMA K APYTOMY WAW OHW COBMELLBIOTCSA, BIBNMOHAKNAAMBEACH.”

Korman, p. 189.

14Baxtin, Voprosy literatury i éstetiki, pp. 133, 138.

15Baxtin, Problemy poétiki Dostoevskogo, p. 80.

16Bartin, Estetika slovesnogo tvorestva, pp. 184, 322.

17Baxtin, Problemy poétiki Dostoevskogo, p. 7.

181pid., p. 64.

191 use the term "device” in a more general sense than the formalist one of a
tool which the author uses to his own ends. "Device” here denotes strategies

by characters in the course of dialogue, and refers only indirectly to
Dzstoevskii‘s creative methods. alog Y

20Bartin, Problemy poétiki Dostoevskogo, p. 271.
21Bartin, Estetika slovesnogo tvordestva, p. 228.
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Chapter |
Polyphony in Narration: The Voices of Narrators,

Characters, and the Author

This chapter analyzes polyphonic relationships between author,
narrator, and character voices in the narration of Prestuplenie i nakazanie
and mun_l{mmam‘ 1 determine five narrator voices in the novels
which I call the chronicler, the hagiographer, the journalist, the gossip, and
the observer. Although these voices are present in both novels, they are
more distinctly marked in Brat'ja Karamazovy. The variation between these
voices cannot be reduced to alternation between a cxes narrator and the
author figure, as in Vinogradov's theory.2 They do not simply reflect
characters' voices, but present themselves as unique personalities with
individual tastes, interests, and prejudices. I do not consider degrees of

omniscience in differentiating these voices. I distinguish them not by what "”i' L
they reveal about the action, but by the tone ie. voice quality, with which * SRR

they do it.

The extent of superior knowledge which the narrators generate affects
the degree of polyphony in both novels. Narrators demonstrate several ways
by which they avoid portraying characters' words, thoughts, and action
through a more omniscient or even an independent viewpoint. They promote
polyphony therein by allowing the personages themselves to perceive as
much as possible through their own purviews, requiring readers to reckon
with those purviews. Narration often takes place through characters' points '
of view, a phenomenon which increases the prestige of their voices by}
allowing them to explain, interpret, or speculate on events. Characters j
strengthen the prestige of their voices also by appearing as authors in their..
own right.

Characters' voices penetrate the narration as quasi-direct speech and as
“character zones," and in doing so render the boundaries between narrators’
and characters' roles fluid and indistinct. Narrators in this way have no
ground that is uniquely theirs and which characters also cannot occupy.
Dostoevskij takes an active part in the dialogues of each novel not only as
creator, but as a voiced presence. | distinguish his polyphonic role here from
his role in determining unvoiced compositional relationships between

10
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characters and events. Dostoevskij's bolyphonic activity takes place:

(1) when narrators quote characters in an ironic context; (2) when narrators | 7

comment about characters’ words and acts; and (3) when both positive and
negative characters voice Dostoevskij's views.

Yariety of Narrator Voices

The multiplicity of narrator voices in the novels contributes strongly to
polyphony in narration.3 These voices do not depend upon which characters
they discuss, although the narrators’ attitude toward the action does have
bearing upon the voices they adopt. Kantor and Meijer have discerned the
presence of a chronicler in Brat'ja Karamazovy whose voice contrasts with
that heard in the remaining narration4 Perlina finds that the narrator of
Brat'ja Karamazovy is also a hagiographer capable of speaking through two
voices, one mundane and the other ins;m'ed.S 1 adopt their terms,
“chronicler” and "hagiographer,” to denote two narrator voices. In addition I
describe three others: the journalist, the gossip, and the observer. Recalling
Grossman'’s comments about genre variety in Dostoevskij's novels, I consider
these voices representative of five genres: (1) chronicle or log; (2) hagio-
graphy, in which an inspired witness describes his or others’ experience with
the miraculous; (3) a 19th century secular journal, in which journalists
publicize views and facts to educate or to propagandize; (4) gossip; and (5)
traditional, protocol-oriented sarration by an educated literary voice S The
observer must not be confused with the author himself, since this voice is no
closer to Dostoevskij than most of the others.

Several critics discuss the traits of the chronicler.” I would add that the
chronicler overtly declares himself with comments like: “3T0 9 mpowy unta-
Tens 3aMeTMTh C camoro Hauana" (XIV, 14); “TioeTopsio, 3 He HOMEPEH OTIMCH -
BATH BCE AOTIpOCH M LarT 38 waroM™ (XV, 95)8 He frequently relies on

Smerdjakov (Book 111, Chapter 6) and in providing biographical information
about Grusen'ka (Book VII, Chapter 3)9 The chronicler cautions readers
about his own lack of omniscience: "l 38B6LLAHARA CAM HE8 UNTEA, HO CAn-
wea. . " (XIV, 14). He does this with calculation in an oddly placed
interpolation, which is designed to alert readers to the suspicious nature of
Katerina Ivanovna's testimony at Dmitrij's trial: " He mepenaio Bcex
BOTIPOCOB W B TOMHOCTHW BCOX @8 0TBeTOB. . ."(XV, 111).

=
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rumors, for example, in speculating on Fedor Pavlovi¢'s relationship to '
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The chronicler calls attention to himself much less in Prestuplenie i
nakazanie in order to avoid removing the focus from Raskol'nikov. He is
present, however, as one of the guests at Marmeladov's wake, just as the
chronicler of Brat'ja Karamazovy is present at Dmitrij's trial, and begins his
description of the wake by offering a judgement: "TpyaHo 6wsio 6m B
TOUHOCTN 0603HAUNTb TIPMYUNHM, BCNBACTBAE KOTOPuX B PacCTPOGHOR TOAOB
KaTepnHu MBaHOBHM 38pOANAABCH NABA BTNX 68CTOAKOBMX TTOMUHOK™ (V1, 290).
The chronicler goes on to speculate about her reasons for the
ostentatiousness of the wake: "BecbMa BepoATHO W TO, UTO KaTtepuHe WeaHoBHE
saxorenocs. . ." (VI, 290). He even tells what was served at the wake: 2w B0
MHOXECTBBHHOM UNC/I@ W MHOTOPA3JINUHNX COPTOB He 6uA0, MaZ8av TOXS;
BT0 6MN0 TpeyBeANMEHO, HO BMHO 6ma0" (VI, 290-291) (Emphasis is
Dostoevskij's) Readers also find out from the chronicler who attended the
wake and who did not: "He mpnwen Toxe W ToACTWA ToATOAKOBHHK (B
CYWHOCTN OTCTABHOR WTadkamnTan). . ." (VI, 293). The chronicler is present in
a muted form during LuZin's visit to Raskol'nikov, partly in order to convey
an unpleasant initial impression of him from the viewpoint of one who is
already in the room.10 He adopts a more distinct position at the beginning of
the Epilogue while relating the transcript of Raskol'nikov's trial. Like the
chronicler at Dmitrij's trial, he refers to the evidence and testimony as if
unaware that the events have been intimately followed throughout the
novel. Raskol'nikov and Razumixin here become figures from an official
record: “TIpecTYmHNK TBEPAO, TOUHO W ACHO TIONAEGPXNABAA CBOS TTOKA 3aHMe. . .”
(V1, 410); "BuBWwAR CTYNGHT PO3YMMXMH OTKOTIAN OTKYN8-TO CBeAeHMs M
npeacrasna noxa3saremcrea. .. " (VI, 412).

The hagiographer speaks with an inspired voice, as in the account of
Ale$a's vision of Cana and his subsequent contact with “other worlds" (Book
VIII, Chapter 4).11 The paralielism of the passage ("Cxa3aHo: ‘Pa3naf Bce W
RON 38 MHOR, 6CAN xoueLls 6uTh COBEpPLIEH.’ AneLla n cka3an cebe: “"He Mory
OTAGTL BMECTO 'BCOTO’ ABA PY6/A, @ BMBCTO 'MAR 38 MHOR' XOANTH MWL K
o6enne™ (XIV, 25) shows that the hagiographer is speaking here. I argue that
the hagiographer and chronicler are distinct.12 The hagiographer
distinguishes himself by his inspired voice and by use of Slavonic lexicon, as
in this example: ". . . TTPO3BY4AAN CANOBA CTApLA, TIPEApeKABLUETO CTOAb
6an3kyi0 koHumHy csow” (XIV, 72). It is the hagiographer who conveys the
apocalyptic tones of Raskol'nikov's dream in the Epilogue: "CrracTncsh 8o BceM
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MWPe MOTAN TONLKO HEBCKONLKO UGNOBBK, BTO GuAN UMCTME W W36paHHMe,
TIPBAHASHAYEGHHME HBYATL HOBuA pon MNOAGA W HOBYIO XWN3HL, OGHOBMTL W
ouncTuTs 3eMMmo. . .(VI, 420). The hagiographer promises not an apocalyptic,
but rather a gradual tranformation in Raskol'nikov, one that is still worded
in inspired religious language: °. . . NCTOPHR TOCTEMEHHOTO OGHOBAGHMA
4eJ10Bexa, NCTOPHA TTOCTETTEHHOTO TTBPEPOXAEHNA 8TO. . . SHAKOMCTBA C HOBOIO,
ROCeNe COBEPLUSHHO HBBEROMON AeACTBTeALHOCTHIO" (V], 422), 13

The journalist is distinct both from the chronicler and the hagiographer
in his knowledge of and overt concern with contemporary issues. The
chronicler in Brat'ja Karamazovy subtly becomes a journalist who no longer
equivocates, but argues with conviction about the origins of nervous fits with
peasant women in the harshness of their lives: "Ho BmochencTemn a8 ¢
YAMBABHAGM Y3HAA OT CTTeunanncTos-meamkos. . .° (XIV, 44). Even when
discussing issues which by their subject matter seemingly belong to the
province of the hagiographer, the journalist shows himself by his
preparedness to debate in the assertion: °. . . W60 COURBANCM BCTL HE TOALKO
paGounn BOTIpOC, WJM TBK HB3MBAGMOTO YETBEPTOTO COCNOBMA, HO TIO TIpeN-
MYULecTBY €CTh BTEMCTHUECKHA BOTIPOC. . . BOTIPOC BOBANOHCKOR GaluMM. . . °
(XIV, 25). It is not the hagiographer, but the journalist who hedges on the
question of miraculous events involving the CTapuw in order to introduce his
own evidence: "KOHeUHO, BC® BTO JNLLL APEBHAR NeTEHAA, HO BOT N HENABHAR
Su. . ." (XIV, 27). The narrator adopts the journalistic voice to persuasively
motivate Ivan's nightmare: "He 3H8R HWUETO B MEARYWHE, PHCKHY BmCKB3aTH
npennoaoxeHne. . . * (XV, 70). Raskol'nikov's nightmare about the beating of
the horse is introduced in precisely this way: "B 6018 3H6HHOM COCTOSRHAN CHu
OTANMBIOTCA YACTO HBOGMKHOBEBHHOID BMTIYKAOCTHIO, APKOCTHIO N Upe3Bu-
YaAHNM CXONCTBOM C NOACTBNTEABHOCTLIO. . . NX W HE BLAYMATH HASBY BTOMY
Xe CaMOMy CHOBRAUY, 6YAb OH TOKOA X@ XYNOXHAK, KOK [MTYWKAH WaN
Typrenes” (VI, 45-46).14 The journalist makes a generalized statement | ?"f
about drunkards on the pretext of explaining Marmeladov's need to draw
Raskol'nikov into conversation: "3Ta TTpHBHUKA 06pALLABTCA N MHMX TTHIOLNX B
moTpesHocTs. . . = (VI, 13)15 He also expresses his sentiments about the use
of the insanity plea: "Tyr Kcrath nonocrmens HoeeAwas MOQHAA TeOPNA
BPEMBHHOTO YTTOMOLUBTENLCTBA, KOTOPYI0 TAK YACTO CTAPBIOTCA TIPNMEHATL B
Howe BpeMAa K mHwM TipecTymHMkaM® (VI, 411). Additional details
characteristic of the journalist have been noticed.16
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The gossip speaks with a voice quality which has nothing in common
with journalism or hagiography, and suggests a fascination with the trivial
not normally found with the chronicler. He seems to look through keyholes
in order to convey what goes on “"behind closed doors."17 The gossip
dominates the passage describing Perxotin's encounter with Xoxlakova: "4
6w, BTIPOMEM, W He CTAA PACTIPOCTPAHATLCA O TOKWX MEAOUHNX W
snimaoanuecknx moaposdHocTax. . .° (XIV, 406). He cannot resist commenting
suggestively on Nikolaj Parfenovic's solicitude for GruSen'ka (Book IX,
Chapters 10 and 11). The gossip highlights Zosimov's vain attempts to
impress Dunja with his knowledge: "38MEeTHB BCKOAb3b, HUTO ABAOTHA
PoMaHOBHE CTaNE 0CO66HHO BHWMATEALHO BuCAYLINBATLCA, 30CHMOB HOCKONLKO
60nee pacmpocTpaHnaca He BTy TeMy" (VI, 159). The gossip gives a
blow-by-blow account of the row between Katerina Ivanovna and Amalija
Ivanovna: "KaTepnra WBaHOBHE TOTYAC Xe ‘TTOAYEpPKHYAA' A, UTO TAK KBK OHA
UYMHUKE, TO W He MOXET CYANTh O TOM, UTO TAKOe NCTHHHO® 6/18TOPOACTBO.
AManns NBAHOBHA HE CHECAE M TOTYAC X6 3asBhaa. . . " (VI, 299). The gossip)| ..
speaks with a chatty yet ironic tone about intimate details of Svidrigajlov's:
prospective in laws' family life which are hardly front-line story material:
°. .. 61aTOpPOAHOCTL 6K NG BHCKA3BHA CBMAA TTAGMEHHAA N TTORKPETINEH A8Xe
che3amMn 6naropaayMHeAlued MaTepn” (VI, 386); “Tipocnaenn n TTPOLIETITAANCH
Jacos N0 ABYx. HesecTa, BITPOUEM, YLLIAG CTTIATH TOPA3N0 paHbILe, YANBAGHHER
W HeMHoTo TpycTHeR" (VI, 288). (His interest in these details is somewhat
justified, since they contrast the mother's eagerness at Svidrigajlov's
proposal with Pul'xerija Aleksandrovna's reluctance to force a similar
alternative upon Dunja.) I consider the gossip dominant in an additional
exaunple.l8

These narrators contrast with a more general narrator whom | call the
observer.19 He occupies himself with following characters and conveymg _
their words, acts, and thoughts, and is widespread in both novels. Although
the observer periodically comments on characters’ behavior, this is not a
defining trait, since other narrator voices also do this. The observer stays
with Raskol'nikov nearly throughout Part One, combining protocol treatment
of his thoughts and actions with periodic evaluative remarks. The same
observer follows Svidrigajlov's progress toward suicide and conveys the
sequence of his dream and final acts to the reader: "CBnapnrafnos ouHyACs,
BCTAA C TIOCTEAM W LWATHYA K OKHY" (VI, 391); "OH 3/106HO TIPHTIORHANCS,
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WYBCTBYS, UTO BECb Pa36MT; kocTH ero soaean” (VI, 393). It is no longer the
chronicler or gossip, but the observer who transmits the scene in which
LuZin accuses Sonja: “JlyxXuH Moauan n TIpe3pHTEAbHO YAmbancs. BripouemM, oH
6w sl OueHd 6s1806H. K&38A0CH, UTO OH 06AYMNBASA, KBK Obi 8MY BuiBEPHYTHCA”
(VI, 309). He is generally present during Raskol'nikov's conversation with
Sonja, as in the example: "CoHS MoAuYa CMOTpes8 Ha& CBOET0 TOCTA, TaK
BHMMATEALHO W 6ecLiepeMOHHO OCMATPHBABLLETO 68 KOMHATY, W A8Xe Hauane,
HAKOHeL, ApoXaTh B CTPAXe, TOUHO CTOANA TTepen Cyabef K pewnTeneM caoed
yuacTh." (VI, 242). The observer accompanies Alesa during the repeated
Hanpwbn of Book IV: "Ho B rocTHHOA 6ecena yxe OKBHUMBANACH, KaTepuHe
MBaHoBHE 6una B 60ALIIOM BO3GYXAGHAK, XOTS W NMENA BAA PELUNTEAbHWA"
(XIV, 169). He transmits Dmitrij's concerns in Book Three to readers by
partially identifying with them: "WTaK, peBHOCTb 38KnTIena B HeM CHoBa. Bo
BCSAKOM Cayuae HaAo0 6wAo CTewwnTb. TTepexM AenoM HARO0 6wAc QOCTATL XOTh
KameaKy neHer Ha mepexsatky” (XIV, 344). He also accompanies Ivan during
his visits to Smerdjakov: "IANHHWM, MOAYAANBLM B3TARNOM BCTPETHA OH
Wsana denoposnus, W, TO-BMANMOMY, HICKCABKO HE YAMBMACSA 6T TIPAGHTHIO"
(XV, 58). It is no longer the chronicler, but the observer who describes
Smerdjakov's answer to Fedor Pavlovi¢'s question about finding him a wife:
"Ho CMepnsxkoB H8 HTH peun TOAbKO GseAHen OT QOCAAY, HO HMUETO He
_ oteeTna. fenop Massosuy oTx0aNA, MaxHYB pyKoA® (XIV, 116).20
The narrator voices are not always set off clearty from one another. The
observer who follows Ivan (Book XI, Chapter 7) is interrupted by a remark
in the style of the chronicler: “TAaBH0@ X6, BO BeCb STOT Mecsl CTpALIHO
cTpanana ero ropnocrbx\/nf 06 3TOM nm. . * (XV, 56). Lebezjatnikov's
conversation with Luzin (Part V, Chapter 1) is portrayed by the observer,
but the journalist appears distinctly with a remark about Lebezjatnikov:
3T0 OwAl OONH W3 TOTO GBCHUNCABHHOTO W PB3HOJNMHOTO
JIGTHOHE  TIOWNAKOB, [OXNGHLKAX HEAOHOCKOB W  BCeMY
HeOYUMBLUNXCA CAMOAYPOB, KOTOPWE MWTOM  TIPACTAIOT
HeTIPeMEHHO K CAMOA MOMHOA Xoasued maee, UTO6m TOTYAC X6

OTTOWANTL 88, YTO6M MWTOM OKOPMKATYPHTL BCE, YeMY OHN X8
WHOT8 CAMMM NCKPeHHWM 06pa3oM cayxar (VI, 279).

The characteristic mark of the journalist here is not his transmission of the
author's attitudes alone, but his outspoken concern with a contemporary
public issue which is not directly connected with the story. Details of
narration involving the treatment of Kolja have also been seen.21

Yo
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Dostoevskij has his narrators take positions that he himself does not
share. The chronicler pokes fun at Grigorij's "BaxHwA W pe3oHHwA" manner
directly after describing his charitable act in raising a tombstone for Alesa’s
and Ivan's mother (XIV, 22). He refers to Grigorij as a "kamerdiner” at
Dmitrij's trial, a foreign word that aligns him with the townspeople (XV, 96).
The chronicler gives a deceptive twist to the narrative by regretting the time
spent on . .. CTONb 06wKHOBBHHMX Aakees. . . ~ (XIV, 93), that is, on Grigorij
and Smerdjakov. He does not condemn the judge's stance at Dmitrij's trial
outright ("Ero 3aHNMAN0 SBABHNE, KABCCHPNKALMS T0, BITASA HE HETO KAK HO
TIPOAYKT HOLUMX COuMBAbHWX OCHOB. . . " [XV, 92]), but only comments
noncommittally: “...0H OTHOCHJCS AOBOALHO 663PA3ANYHO N OTBABUBHHO, KAK,
BTPOYEM, MOXET 6uwTb, W CAeR0BAAC" (XV, 92).22

The multiplicity of narrator voices represents a multiplicity of personal
stances toward events in the novels. No one stance is consistent throughout
the novels. This is because Dostoevskij does not allow readers to
automatically trust narration and place less emphasis on heroes' voices than
they warrant. Narrator voices are not linked with characters’ speech in
condescending cx2s narration, but must hold their own with characters in
comprehending and conveying the meaning of what proceeds. This means
that when characters’ voices penetrate narration in quasi-direct speech and
character zones, they actually master it without the narrators’ “permission.”

Varving D (N ial Insight into Ct

Narrators’ superfluity of knowledge over characters in the novels is
generally only temporary, apparent, or incomplete. This reduces the distance
between narrator and character voices, thereby contributing to polyphony in
narration.23 Baxtin considers that in the polyphonic novel the author
consciously does this: “Bce T0, 4TO 8BTOP-MOHONOTHCT OCTABAN 38 COGOA. . } -
HocTtoeBCKMA OTRGET CBOBMY Tepolo, TIpeBpaL4as BCE8 BTO B MOMBHT ero\ i
caMoco3Henns."24 This is a strongly dominant, but not an absolute trait of
the narration, since of course there are instances in which Dostoevskij's
narrators reveal information not known to personages.

Some judgements about heroes carry the implication that they are
conclusions the heroes themselves could come to. This conscious yielding to
characters’ voices constitutes a sort of dialogue. The observer says about

Raskol'nikov, for example: "W ecam 6u B TY MHHYTY OH B COCTOSHWH Gumd
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TipesnsbHee BnaeTs W paccyxaarte. . .” (VI, 65); °. . . caM Ha ce6s moamennacs,
ec/m 6w MOT Ha cebs morasnets” (VI, 342); "Ecam 6w OH 38X0TEN TOAYMATH
HeMHOTO, TO, KOHBYHO, YAMBMACA G TOMY, K&K MOT OH TaK ToBOPMTS. . ." (VI,
81); "OH ysmaen 6w, ecan 6 6ma TIpoHnuaTensHee. . .” (VI, 172).25 The
publicist's generalization about drunkards like Marmeladov ("OTToro-To B
TILIOWBA KOMTTAHNA OHW W CTBPAIOTCA. . .AaXe K yeaxeHne" [V1, 13-14]) proves
not to be the ultimate judgement about him, since he will soon provide his |
own self-assessment to Raskol'nikov. The observer reveals that there is more| ® ' :
to Dmitrij's feeling for Grusen'ka than he realizes, but Dmitrij will soon see i Y
this for himself (XIV, 344). The chronicler and observer characterize Kolja in _((',z MR
detail (Book X, Chapter 1). Yet these narrators say relatively little about Kolja « : -
that he does not echo later, for example, about his vanity, his need to show ' "~ .
off, and his drive to dominate others. The narrators in this way delegate - ot
some of their prerogatives to characters even while apparently retaining ‘
them for themselves.

The narrators have a way of directly cancelling any edge over) -
characters in knowledge about them in order to substantiate what they say
with the characters’ own words.26 In Prestuplenie i nakazanie this may be a
remnant of first-person narration: ", . . 0T CBOSA TIPHBWUYKA K MOHOJNOTEM, B
KOTOpoA OH cefuac ceM ce6e mpnaHaaca™ (VI, 6). Raskol'nikov similarily
notices his own change in voice: ". . . CTPAHHNMMA TIOKG38ANCL MY 6T0
co6CTBeHHOE oaywesneHne u oxota. . ." (VI, 208). The observer's comment
about Raskol'nikov and Svidrigajlov ("Mexay HMMA TIPOM30WAO HEWTO
TIOX0Xee Ha CLeHY X TepeoTo CBANAHNMS. . . ° [VI, 355)) is confirmed shortly
afterward by Svidrigajlov (V1, 357). The chronicler quotes Fedor Paviovié's
own words when discussing his abuse of his second wife: “MeHs BTH HBBMHHME
TAB3KN KaK 6w GpNTBOA TOTAA TIO AYwWe TOAOCHYMM. . . ° (XIV, 13). He again
cites Fedor Pavlovi¢'s words to corroborate his fits of panic: “Hywa y Mexs
TOWHO B Topae TpemeweTca 8 BTH pas3m. . ." (XIV, 86). Yet another example is
the comment about Katerina Ivanovna: "MHOTO 6w 10 MONOROA HEBu ABPXKA. . .
BT0 OHO TouyscTBoBana camMa” (XIV, 172). The observer seeks documentation
even when not making critical remarks: “. . . BTO CpPaBHeHMe. . . TaK W
CBEPKHYAN. . . B YMB Ajielun, OH BTO TTOTOM TipuroMHnn” (XIV, 180); “. . . KaK
CoM 06°bABAA TTIOTOM, "AAS ockop6aeHns cxasaa™ (XIV, 506). A variant of this
is Svidrigajlov's redundant description first by the observer, then by
Raskol'nikov (VI, 189, 214, 357-358). In another instance, a comment in the

A
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narration anticipates Razumixin's very words: “. . . W He Hapen 6u ero, 'TaK,
HopouHo 6m He Hapen™ (VI, 162). In precisely this way Dmitrij seconds the
observer's "and s0 on” with his own words: "\ Tak nanee, rocmnons, W TaK
naneel” (XIV, 431).27 An inverse corollary to the above phenomenon is the
way narrators occasionally second characters in their judgements. The
observer seems to catch up with Raskol'nikov's point of view in the sentence:
"OH 6pocuacsa ctpemraes Ha Tomop (510 6uwa Totrop). .. (VI, 59). He hurries to
agree with Xoxlakova: . . . BAPYT CKa38BLWASA OuUSHL BepHYl0 Mucm” (XIV,

173). His opinion about Katerina Ivanovna's feeling for Dmitcij ("M TonbKko M3 . .
TOPROCTA OH8 COMA TIPMBA3BABCH K HEMY TOTAA NoboBbio. . . [XV, 122]) only/ :
echoes what Alea, Ivan, and Dmitrij had said about her earlier in the' . °

novel.28

Dostoevskij's narrators go out of their way to abstain from revealing
information about characters and events.29 Smerdjakov's suicide motives,
for example, are not explained directly, but only suggested through his
complex relationship with Ivan. It is not clear from the observer's seemingly
omniscient narration whether Smerdjakov even regrets the murder: "Henb 39
651210, ONHAKO, YTBAATH, YYBCTBYET /N OH packasHue nam uto® (XV, 65). The
question of whether Raskol'nikov actually would have confessed on the
square if not for the bystanders' mockery is left open. The observer also
withholds explanation of Raskol'nikov’'s intent at the beginning of the novel,
as he offers no clue to the meaning of the italicized words “870,” "nipo6a,” and
“neno.” (Dostoevskij does this partly to promote suspense). The observer
@ at a feeling in Svidrigajlov which precedes Dunja’s surrender of
the revolver: “370 6w A0 W36aBAGHNE OT APYTOTO, 60188 CKOPGHOTO M MPBUHOTO
YYBCTBO, KOTOPOTO 6 OH W CAM He MOT BO BceA cuae ompepesmTs” (VI,
382).30 He refuses to speculate on Raskol'nikov's whereabouts during the
night before Svidrigajlov's suicide: “Bcio 8Ty HouUb TIpOBEJ OH OANH, 60T 3HAGT
rae” (VI, 395). There are additional means by which narrators restrain from
displaying their surplus of awareness.3 |

We have seen that the narrators of Prestuplenie i nakazanie and Brat'ja
Karamazovy largely avoid omniscience in conveying the words and deeds of
characters to readers.32 They even deliberately yield in their judgements to

the consciousnesses of characters. Indefinite particles and modal expressions' |-

in narration give the impression that narrators are reluctant to express their
own interpretations independently of what personages might say. When

)
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narrators do release information on their own, they generally avoid stating
what is beyond the power of characters to perceive, and even rely upon
them for corroboration. These properties of narration in both novels give
support to Baxtin's assertation that nothing is said about Dostoevskij's
personages “behind their backs."33

N ion 1t hCl ' Yoi

Personages in the novels share the narrators’ role by conveying events
from their own point of view. This further erases the line between character
and narrator responsibilities and promotes the equality of their voices. The
degree to which characters narrate in Dostoevskij's novels has been widely
noticed.34 Narration through characters' voices creates an atmosphere in
which their judgements may be presented more easily. This is true even
when narrators merely substitute characters’ points of view for their own.
PFor example, the description of Raskol'nikov's meeting with his family
through Zosimov's eyes helps to balance out the ironic treatment given
Zosimov elsewhere by making him the key witness to an important moment:
°. . .30CHMOB. . .C YyAMBAGHNEM 38METWA. . .OH BMASA TIOTOM. . .OH N TTOAM-
suaca. . ." (VI, 171). Raskol'nikov's change of demeanor is witnessed from
Razumixin's point of view: °. . . OH K8K-TO BAPYT CTaA CMOKOBH, K&K 6ynTo
HEOXWABHHAA W TPEBOXHERA MwCAb TTopaanaa ero” (VI, 208).33 The observer
abandons Raskol'nikov's perspective to show the action from Dunja's point of
view: "IIyHeuUKS 61148 HAKOTA8 He BCTPEYANE BT0 TAKWM HE YANLS. . . OKANKHYTH
eTo KAM HeT?. . .Bapyr oHa 3aMeTusa. . .Cenapnrapnosa” (VI, 374). Several
brief passages show narration from bystanders’ viewpoints, as during
Raskol'nikov's encounter with the drunken girl, when the aggressor
considers him a “nocanuuf oéopsaney” (VI, 40). The policeman gives his
view of Raskol'nikov, a complete stranger to him: “CTpaHeH, BepHO, W OH My
TIOKA38ACS: B TAKMX AOXMOTHAX, & CAM AeHsTH BuaaeTl” (VI, 41);°. .. sepoaTHo
TIpMHAB POCKOAbHAKOBA WAL 38 TTOMELLAHHOTO, NAN 38 HTO-HWOYAL ewle xyxe"
(VI, 42). Another bystander's opinion of Raskol'nikov comes from someone
he approaches (Part 11, Chapter 6): . .. TOCTTOQNH, NCTIYTAHHNA ¥ BOTTPOCOMM
W CTpaHHWM BuaoM PackosbHmukosa. . .° (VI, 121). These instances show how
far Dostoevskij deviated from his initial intention to tell all through
Raskol'nikov. Raskol'nikov's point of view, however, remains the dominant
one: "PACKOAILHIKOBY OHA TIOK@3aAACh JeT Tpuauatk...” (VI, 22); ".. . eMy
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OTIATL-TAKNA 6biNI0 ACHO. . . OH TIOHMMAA. . . OH BTO BuAaea. ..” (VI, 247).

The importance of characters’ voices in narration is even more apparent
when they reveal information about themselves and others. Both Rakitin and
Fedor PavloviC indicate that Ivan is seeking to claim Katerina Ivanovna's
affections for himself (XIV, 75, 157). Developments with Grulen'ka's former
fiance are conveyed by her and Katerina Ivanovna. Muisov first reveals
Ivan's prediction of how: . .. Bce 6yneT N03B0AGHO, RaXe aHTpoTioTadNs. .
without belief in immortality: °. . . 8 BaM pacckaxy, rocmogas, ApyroA aHeKnoT
o caMoM Meane lenoposnuye, nHTepecHeAWMA W xapakTepHeAWNMA" (XIV, 64).
Pedor Pavlovic introduces details of Dmitrij's involvements with Grusen'ka
and Katerina Ivanovna, adopting the mock-pathetic tone that is
characteristic of him: “Befib TOpon TPOLYUT MW TPEMUT OT ero KyTexeAl” (XIV,
66). Rakitin later picks up the explanation of Dmitrij's triangular
involvement with his uniquely cynical, contemptuous voice: “ Bce 5T0 TIpH
BCEM CBOBM 6aaToponcTBe W GeckopwcTmm, 3aMeTh ceée drol” (XIV, 75).
Dmitrij himself gives the most detailed account of this set of relationships:
“Ecan BCIO TIPaBAY, TO BOT K&Kk GOm0, ce6a He mowaxy” (XIV, 105).
Raskol'nikov surprises both the police and readers with the news about his
earlier engagement to his landlady's deceased daughter.36 Razumixin
reveals more than he knows to Raskol'nikov while discussing Miten'ka's
confession and expressing his own doubts in the painter’s guilt, during which
he manages to incorporate Miten'ka's colorful, colloquial speech in the
narrative (VI, 106-108).37 Prequently shifting points of view gives readers
even more reason to avoid relying on narrators for a consistent
interpretation of events.

Characters as Authors

The "authorship” of various anecdotes, legends, dreams, and other
creative narratives by personages is important for polyphony in view of
Baxtin's criterion that Dostoevskij's novels delegate as much of the author's
role as possible to characters. This activity of personages gives their voices )
even greater prestige than does their activity as narrators of events, since it | =
automatically gives them a forum for revealing their ideological positions inj '
their own words. Dostoevskij criticism has centered on the propensity of
characters to become authors of their own works.38 Ivan is the author not
only of the Legend of the Grand Inquisitor, but also of anecdotes from which
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his Devil quotes in Book XI. He is also a publicist in his presentation of
material from his “dossier.” Smerdjakov confounds Grigorij with the
paradoxes he learned from Ivan. Rakitin's article and his testimony at
Dmitrij's trial, while they hardly increase his prestige with readers, do
represent a point of view with which Dmitrij and others must reckon.
Raskol'nikov's article represents an important instance of authorship and is
actually a published work, yet Pul'xerija Aleksandrovna's letter is no less
important in the -novel. Razumixin's explanation of the murder and of
Miten'’ka’s probable innocence is not only entertaining, but has a unified
polemical direction which makes it a worthy counterpart to Raskol'nikov's
article. Svidrigajlov's reminiscences belong to the autobiographical genre.39
Marmeladov's tale of how he might be judged in Heaven turns out to be not
only his confession, but the ultimate formulation of his wvaunting
self-abasement. Lu¥in presents his own justification of his activity during his
first meeting with Raskol'nikov. Katerina Ivanovna creates idylls both of the
past and of the future as she recollects her youth and dreams about the
school she would open for young women. Raskol'nikov briefly engages
himself as an architect with his musings about civic improvement in the
Parisian style.‘o Bach of these narratives represents an ideological stance’
and a view of the world which is characteristic of the particular personage.i o

but even more importantly is revealed by that very personage rather than a
narrator.

The Presence of Characters’ Voices in Nacration

Personages control narrative passages by several routes. Their
statements or thoughts enter narrators’ speach as "borrowed" items.
Quasi-direct speech represents a hybrid construction which belongs both to
the narrator and to the personage with which it is associated. In "character
zones" heroes' speech actually dominates narrators’ speech. Dostoevskij's
narrators quote personages in a manner that goes beyond protocol
transmission of their utterances.4! In one type of quotation the observer
“interprets” Smerdjakov's implied words in reconstructed parenthetical
“direct” quotes: “CaM, neckath, mepsuik 3aroBopna, 8 He 8" (XIV, 244); He
CKeXeWb AN, NBCKaTH, eule Jero, H<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>