D. Martinsen

DOSTOEVSKY'S LIARS AS HUMILIATED POETS'

In my larger work on Dostoevsky's vruny (liars) and the narrative dy-
namics of shame, [ have found Pushkin connections everywhere. Though
Dostoevsky did not enshrine Pushkin as a Russian cultural icon until his
famous 1880 speech, he consciously inscribed Pushkin's life and work into
his own creative oeuvre. In this paper, I will focus on the image of Pushkin
(in the sense of Pushkin as ur—poet who stands for the creative artist) as hu-
miliated poet and argue that by having his vruny parody the life and works
of Pushkin, Dostoevsky does what he, and his favorite poet, do best: combine
covert sociopolitical thematics with overt metapoetic play.

First [ will begin with the poetics of humiliation. Dostoevsky's vruny —
whether pure hyperbolists, bullshit artists, or story stealers — are shame-—
filled figures, who compensate for their social humiliations with verbal
display. They thus confirm the «Diary writer's» 1873 diagnosis that shame
is one source of vran'é: «Btopoe, Ha 4yTO Haule BceoOuiee pycCKOe JIraHbe
HAMEKaeT, 3TO TO, YTO MbI BCE CTHIAWMCSA caMux cebs. [eiicTBuTenbHO, BCs-
KW U3 Hac HOCHUT B cebe YyTh JIM He MPUPOXKAEHHBIH CThIN 3a ceOs U 3a CBOE
COOCTBEHHOE JMLO, M, YYTh B 00LIECTBE, BCE PYCCKME NIOAM TOTYAC XKE CTa-
paloTCs MOCKOpee M BO 4TO Obl HE CTANO KaXAbld MOKA3aThbCA HEMPEMEHHO
4YeM—TO JPYTMM, HO TOJBKO HE TEM, YEM OH €CTh B CaMOM Jelie, KaKIbIi
CHELINT MPUHATH COBCEM Apyroe Juuo» (21; 119).

The rhetorical displays of vruny represent the reverse side of their shame.
Dostoevsky's most conspicuous vruny — General lvolgin and Lukian Lebe-
dev in «diot», Stepan Trofimovich Verkhovensky and Ignat Lebiadkin
in «Besy», and Fedor Pavlovich Karamazov —- are all fallen men or social
climbers. General Ivolgin is a fallen general; Lebedev is a low-ranking civil
clerk; Lebiadkin is a retired military clerk; Stepan Verkhovensky is a de-
pendent nobleman; and Fedor Karamazov is a member of the lower gentry.
By making them would-be poets, prophets, public speakers and story tellers,
Dostoevsky parodically evokes Pushkin's life and works.

The results are often extremely funny and profound. Pushkin handles the
dilemma of his African heritage by turning a source of shame, his blackness,

' B poknape [Je6opbl A.MapTurceH «BpyHbl [JOCTOEBCKOrO Kak yHUKEHHbIE NO3ThbI»,
npountarHom 31 uions 1998 r. 8 Helo-Mopke Ha X Cumnoanyme MexayHapoaHoro obue-
cTBa [loCTOEBCKOro, BbIYMEHAIOTCA U aHanU3anpylTCA peanu3oBaHHble B NPON3BeaeHUsX
[ocToeBcKoro NyLKUHCKME MOTMBL! U 00pas3bl, CBA3aHHbIE KaK C HeKOTOpbIMW NepcoHa-
»amu MylwK1uHa, Tak U C caMUM NO3TOM. BHUMaHue akueHTMpyeTCA U Ha NPAMbIX COonoc-
TaBnexusax, U Ha BbifABNeHMn obwmx ans MNywknHa u JOCTOEBCKOro XyAOXKECTBEeHHbIX U
uctopudecknx apxetunos. Npobnema paccmaTpuBaeTca B pycne pasmbilineHuin 06 yHu-
KEHHOCTM NoaTa B Poccum 1 pyccKoM KySibTYPHOM U PENUrMO3HOM CO3HaHU.
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into a source of pride. He not only claims his great-grandfather Gannibal,
a general under Peter the Great, but writes seriously about him®. While Fedor
Karamazov will later claim his humiliations as triumphs, General lvolgin
handles his shame in a more Khlestakovian, thus Gogolian, manner. He both
claims his Russianness by representing himself as a quintessential Russian
patriot and repudiates it, by identifying himself with a high—profile European
other. He rewrites history, representing himself as the page boy, confidant,
and would-be son to Napoleon, the century's most celebrated general.
He thus refashions himself from an insignificant child into a central actor
in the century's greatest drama.

Though my claim for Ivolgin's Pushkin connection is rather generic, I be-
lieve that Lebedev's connection is more particular. Dostoevsky makes the
association himself by having Lebedev own the complete works of Pushkin
(the same collection he himself owned, in fact). And Lebedev twice, very
comically, claims prophet status for himself. In the first instance, Lebedev
represents himself as a prophet who had predicted his boss's death while
he was interpreting Revelation, perhaps a parody of Pushkin's claim to have
predicted tsar Alexander I's death with his poem «Andre Chenier». In this
case, Lebedev also stresses the poet's triumph over humiliation: «Bepyro
¥ ToaKyoo. 60 HMLL K Har, ¥ aTOM B KoJioBpalleHuu moaeid. U ko noutur
Jle6enena? Besak M30LIPAETCS HA/l HUM M BCAK BMAJE HE MUHKOM COMPOBOK-
paet ero. TyT xe, B TOJIKOBAHUM CEM, 5 paBeH Benbmoxe., 6o ym!» (8; 168).

In the second instance, Lebedev displays his prophetic pretensions
publicly in his hilarious cannibal speech, where he defends his own authori-
tative word, as for example, when he declares: «[TokaxuTe e Bbl MHE YTO—
HUOYAb MONOOHOE TaKOWM CHUJE B HAll BEK MOPOKOB M XKEJIE3HBIX NOPOY... TO
€CTb HAJO0 OBl CKa3aTh: B HAIll BEK [IapoXOA0B M XKCJIC3HbLIX NOPOT, HO A rOBO-
pIO: B Halll BEK [OPOKOB M JKEJIE3HBIX JOPOr, MOTOMY 4TO A IbSH, HO CIpa-
semuB!» (8; 315).

Dostoevsky takes the parody even further with Lebiadkin, who self-con-
sciously fashions himself a poet. For instance, Lebiadkin proclaims: «Huxo-
na Bcesononosuy, s pab, s 4epBb, HO HE bor, TeM TONLKO M OTIHMYAKOCH
ot [lepxaBuna» (10; 213).

While Lebiadkin speaks naively here, Dostoevsky uses this parodic dec-
laration to flag his novel's metapoetic dimension. In the parodied ode,
Derzhavin invokes his own «wondrous» powers as a human being to identify
himself as God's creation. Lebiadkin's source thus echoes the novel's meta-
physical thematics — the question of God's existence and man's relationship
to God as a source of morality. Furthermore, the entire line encapsulates
the sociopolitical thematics of Dostoevsky's novel. For instance, because
Lebiadkin hopes to gain Stavrogin's political patronage, he emphasizes
his lowly status. Lebiadkin's self-identification as «slave» links him with

2 pushkin studied and wrote about eighteenth century Russian history. Stepan Verk-
hovensky studied and wrote about fifteenth century European history.
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nine-tenths of the population that Shigalev's theory identifies as «slaves»,
and his self-identification as «worm» (cherv’) anticipates Peter Verkhoven-
sky's declaration to Stavrogin: «a Bam uepBsak» — 10; 324). Yet Lebiadkin
also modifies Derzhavin's line — consciously, by claiming that he's
«not a god», a disavowal that recalls Kirillov, who declares himself
the «God-man». Finally, Lebiadkin unconsciously modifies Derzhavin's fa-
mous line, by omitting its first segment — «i uaps» — an omission that
proleptically avoids competition with Stavrogin, whom Peter Verkhovensky
later proclaims the political pretender «lvan—Tsarevich» (10; 325).

Lebiadkin's declaration equally emphasizes the novel's metapoetics.
Derzhavin's ode is a classic in the Russian literary tradition. Lebiadkin's con-
scious identification with the Russian poetic tradition thus reveals Dostoev-
sky's authorial hand. First, Derzhavin's ornamental style and his willingness
to mix high and low language and imagery make him a worthy literary model
for Lebiadkin. Second, Derzhavin's low social origins, his elevation through
military service, and his poems in praise of Catherine the Great highlight
the uneasy relationship between poet and political patronage, one of Lebiad-
kin's, and Pushkin's, sore spots. Third, Pushkin, as Dostoevsky would know,
cites the whole famous line that Lebiadkin bowdlerizes as the epigraph
to Part Two of his «Egyptian Night» — Dostoevsky thus makes his vrun
an imitator of Pushkin. Finally, Lebiadkin's next line — «Ho Bexs cpencrBo—
TO, cpencTBo-T1o Mou kakoBel!» (10; 213) — comically emphasizes the eco-
nomic humiliation experienced by Russia's poets.

Lebiadkin earlier gives comic voice to the humiliations suffered by Rus-
sian poets. In Varvara Stavrogina's drawing room, he blames the gap between
his actual and ideal identities on his country of birth: «Cynapeiasa <...>
A, MOXKET ObITh, Xesan Obl Ha3bIBATHCH DPHECTOM, 2 MEXY TEM NPUHYIKIACH
HocuTh rpyboe umsa Mruara, — nodemy 3710, Kak Bbl Aymaete? S xxenan 6b1
Ha3bIBaThCA KHA3EM ae MoubapomM, a Mexay Tem s Toabko Jlebsaku, ot e-
Gens, — mnoyemy 310? A 1M03T, CynapbiHs, OIT B AyIUE, K MOT Obl MONYYaTh
ThICA4Y pyOieid OT u3aarens, a MeXAy TEM MPUHYXAEH XHUTb B JIOXaHH,
noyemy, nouyemy? Cynapobis! [lo-moemy, Poccus ectb urpa npuponsl,
He Oonee!» (10; 141).

The components of Lebiadkin's stated self~image in this speech — that
he is a poet, who desires monetary recompense for his talent, and has the
misfortune of being born in Russia — evoke Pushkin. Though Lebiadkin
is a poetaster, who fabricates according to sound rather than sense’, his comic
woes have serious counterparts in Pushkin's life and writing. Pushkin strug-
gled with the advantages and limitations of political patronage, the exigencies
of the marketplace, and the difficulties facing a man of talent in Russia.
In a May 1836 letter to his wife, for example, Pushkin wrote: «uept moranan
MeHs poautbcs B Poccuu ¢ ayworo u ¢ tanadrom! Beceno, Hedero cka-

® See Lebiadkin's poem for Liza Tushina, where he confesses, «| was never at Sev-
astopol, nor am | armless — but what rhymes! (mukoi/bezrukii)» (10; 95, 117).
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3aTh!»" Lebiadkin's laments about talented men's lack of outlets and recogni-
tion in Russia echo actual concerns in Russian life which are mimetically
reproduced in «Besy» in Stepan Verkhovensky's semi-comic struggles
with censorship and intemal exile.

Most importantly, the comic fabulations of all Dostoevsky's vruny, like
all of Pushkin's work, contain hidden socio-political messages. In «The
Brothers Karamazov» Dostoevsky hints openly at this by having Miusov
and the elder Karamazov sons call Fedor Pavlovich «Aesop». The name
of Aesop, a man associated with slavery and liberty, physicality and sacri-
lege, humiliation revenged by wit, aptly suits Fedor Karamazov and links
him in turn with Alexander Pushkin, who, like Aesop, was black, ugly, witty,
and sensual; wrote subversively and provocatively; and experienced a whole
range of socio—political humiliations.

Before discussing the Aesopic content of Fedor Pavlovich's stories,
I want to spell out the path of my argument. First, the Aesopic depth of Fedor
Pavlovich's stories is Fedor Mikhailovich's. The epithet ,,Aesop* signals
Dostoevsky's metapoetics: he wamns his readers to pay attention to the content
hidden behind the old buffoon's words — something we can do for all of his
liars' stories. Following Robin Miller's lead I show elsewhere that Dostoev-
sky provides his readers with clues for reading his liars' stories by modelling
listener response. Readers are given a choice: we can identify with the char-
acters who respond to his liars' stories superficially, or to those who respond
deeply. Dostoevsky wisely hedges his authorial bets by making the perspica-
cious characters the most sympathetic.

Second, the metapoetic Aesopic association between Fedor Karamazov
and Pushkin leads to Dostoevsky's Christian thematics through images
of humiliation and resurrection. Fedor Karamazov, that most unlikely Chris-
tian, exclaims to the monks in Zosima's cell: «Y Hac Beap kak? Y Hac 4To
Majaer, TO YX M JIOKHUT. Y Hac YTO pa3s ynajio, TO y)K M BoBeku Jexu. Kak Obl
He tak—c! S BcTathb xenao» (14; 82).

Fedor Pavlovich's comic concern about resurrection links him to Aesop,
and to Pushkin, humiliated poets, who rise above their personal humiliations
(their blackness and ugliness) and their sociopolitical humiliations (their ser-
vitude to master and tsar) by dint of the word.

Like Fedor Pavlovich, Aesop and Pushkin are further immortalized for
their violent deaths. Their sociopolitical humiliations and violent deaths
in turn associate Aesop, Pushkin and Fedor Pavlovich with the kenotic tradi-
tion in Russian Orthodoxy’.

* Mywxur A. C. MonH. cobp. coy.: B 10 Tomax. J1.: Hayka, 1970. T. 10. C. 454,

® Fedor Karamazov's patronymic 'Pavel' links him to this tradition. Though himself
violent and abusive in his lifetime, Paul | became the subject of veneration after he was
violently murdered by his courtiers in 1801, as the violence of his death associated him in
popular memory with Russia's kenotic saints. George P.Fedotov, The Russian Religious
Mind (1): Kievan Christianity The 10th to the 13th Centuries. /| The Collected Works of
George P. Fedotov (Belmont, MA: Nordland Publishing Company, 1975). Vol. 3. P. 110.
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In fact, Russian Orthodoxy's particular emphasis on Christ's kenoticism
may be responsible for the thematic power of shame in the Russian literary
tradition. Russians homage a humiliated god. Their first saints are the kenotic
princes, Boris and Gleb. Their greatest poet is Alexander Pushkin, a humili-
ated poet. Though I may seem to make a leap here, Dostoevsky's famous
Pushkin speech testifies to the fact that Dostoevsky regarded Pushkinian po-
etics as quintessentially Christian. One need only cite Dostoevsky's reading
of «Tsygany» to see how these two converge for him: «Her, 3Ta reHuanbHas
nosMa He noapaxanue! TyT yxe MoAcKa3blBaeTCs PyCCKOE pelleHne BOmpo-
ca, ,,IPOKIATOrO BOMpoca“, Mo HApPOAHOW Bepe M mnpasae: ,,CMHPHCH,
rop/blif 4ENOBEK, U MPEX/AE BCEro CIOMHU CBOK ropaocts. CMupucs, npasa-
HBIM YENIOBEK, M MPEXIE BCEro MOTPYAUCh Ha POAHON HMBE®, BOT 3TO pelle-
HUE [0 HAPOJHOW MNpaBae M HapogHOMYy pasymy. ,He BHe TeOs npasna,
a B Tebe camoM, Haitau ceds B cebe, mogunHu ceds cebe oBnanei codoit —
¥ y3puiib npasny. He B Beumax 3ta npaBaa, He BHE TeOs U HE 33 MOpEM
rac-HuOyab, a mpexae BCEro B TBOEM COOCTBEHHOM Tpyle Hax coboro.
[lobenumb ceds, ycmupuiib cebs — M cTaHeuwb CBOOOJEH KaK HUKOTAA
1 He BooOpaxan cebe, W HayHelWlb BEJIUKOE NENO, U APYrUX CBOOOAHBIMH
cAenaelub, U y3pHilb C4acThe, 10O HAOAHMTCH XKU3Hb TBOS, U OMMELLbL Ha-
KOHELl HapOA CBOM U CBATYIO MpaBjy ero <..>“» (26; 139).

By repeating the message «Smiris', gordyi chelovek», Dostoevsky
stresses the importance of humility for self-mastery, self-knowledge,
and union with others, here the Russian people, who, for Dostoevsky are the
bearers of Christ's truth. Dostoevsky thus links Pushkin's message with
Christ's message. Dostoevsky's claim for Pushkin's universality consequently
lies in his view that Pushkin's ethics are Christian, which is to say, universal.

Seasoned readers of Dostoevsky, we've heard this message before. When
Fedor Karamazov asks Zosima what he must do to gain eternal life, Zosima
sagely responds: «Camu naBHO 3HAeTe, YTO HAJO ACJaTh, yMa B Bac JOBOJIb-
HO: HE NpeAaBalTECh MbAHCTBY M CIIOBECHOMY HEBO3AEpP)KaHUIO, HE Mpenda-
BalTECh CNAAOCTPACTHIO, @ 0coOeHHO 000XKaHUIO AeHer, Aa 3aKpoiTe Bawu
nuTerHble A0Ma, ECIH He MOXXETe BCeX, TO XOTh [ABa WJIHM TPHU. A TIJaBHOE,
camoe riaBHOe — He Jrure <..> camomy cede He arute. JIrywmit camomy
cebe ¥ cOOCTBEHHYIO JIOXKb CBOIO CIYILIAIOLIHMIA 10 TOrO AOXOAMT, YTO YXK HH-
KaKoi npaBabl HU B ce0e, HU KpyromM HE pas3jii4aer, a CTajo ObITh, BXOOUT
B HeyBaXkeHHe U K cebe u k apyrum. He yBaxkas )xe HUKOro, repecraer Jo-
OuTh, a 4TOOB!, HE MMes to0BH, 3aHATH cebf WU pa3Bneyb, NpeaaeTcs cTpa-
CTAM ¥ rpyOBbIM CIAAOCTAM M JOXOIUT COBCEM IO CKOTCTBA B [NOPOKaX CBOMX,
a BC€ oT DecnpepbIBHOM JDKU M IOAAM U cebe camomy» (14; 41).

As Olga Meerson has shown, Dostoevsky's Christianity cannot be re-
duced to sermonizing®. In making his liars humiliated poets, Dostoevsky

® CMm.: Meepcon O. Bubneiickve uHTEpTEKCTHI y [JocToesckoro. KowyHeTeo unm 6oro-
cnoswue nobsun? // [locToesckuin u mupoBas kynbTypa. M., 1999. Ne 12. C. 40-53. — [lok-
nag O.MeepcoH ([propmkrayHckuii yH—T, CLUA) 6ein npouutan 31 uiona 1998 r. Ha Ton
e cekumu, yto n goknaa [l. MapTuHcen.

143



D. MARTINSEN

parodically inscribes his Christian beliefs into his novels' metapoetics.
A brief look at Fedor Karamazov's anecdotes about two French Denis's —
Diderot, the political martyr exiled by the secular state, and St. Denis,
the Church father executed by temporal authorities — will show how Dos-
toevsky comically invokes stories of humiliation and resurrection for the-
matic ends.

Fedor Karamazov tells both stories as challenges to Zosima and the
monks. He introduces the first, which he attributes to Miusov's aunt,
after confessing to doubts about God's existence: «f, Bawe npenogobue,
kak ¢unocod dunepor. U3BecTHO U Bam, CBATEHIUUHA oTell, Kak Junepor—
¢unocod sBuncs x murpononury [lnaroHy npu umneparpuue Exarepune.
Bxogut u npsamo cpasy: ,,Her bora®. Ha yto Benukuil CBATUTEND NOALIMAET
nepct u orBeyaet: ,,Peye Gesymen B cepaue ceoeM Hectsb bor!*“ Tor kak 6bL,
TaK U B HOTH: ,,Bepyro, KpUUUT, U KpeueHre npuaumMar™. Tak ero u okpe-
ctiunn TyT xe. Kuaruus Jlamkosa Obina Bocnpuemuuuei, a Iloremkun kpe-
CTHBIM OTHOM...» (14; 39).

Fedor Pavlovich's self-identification with the blasphemous atheist in-
forms his audience that he is self-conscious about his story's blasphemous
content. His choice of Dashkova and Potemkin as godparents, his addition
to the story, was probably motivated by a desire for historical verisimilitude,
as they were two of the most well-known figures of the time after Catherine
herself. Fedor Dostoevsky's choice of Dashkova and Potemkin, however,
are Aesopic. Both Dashkova and Potemkin were involved in the conspiracy
which placed Catherine on the throne. Diderot would thus be blessed
by those who had revolted against the God-ordained emperor (Peter III),
replacing him with a secularly-oriented Empress (Catherine II) — an appro-
priate association in a novel about parricide/regicide/deicide and about the
conflict between atheism and faith. Princess Dashkova was also Catherine
the Great's literary rival, appropriate for a novel full of rivalries. Potemkin
was not only the creator of «Potemkin villages», those signs of the cover-up
for the reality behind Catherine's ideal for the Russian empire, he was also
Catherine's most well-known lover, thus linking lying and sensuality, making
him a worthy parallel for Fedor Pavlovich himself. Diderot's baptism unites
an unholy trio in a holy rite — a union that reflects the contradiction between
Fedor's intuitive desire for faith and his profane life.

The Diderot story also points to Dostoevsky's metapoetics. Dostoevsky
has Fedor tell a story (about Diderot) that refers to another story (about
the fool who says in his heart that there is no God), both of which have sub-
jects who question God's existence. This triple mise-en—abyme in which Fe-
dor Karamazov identifies with Diderot whom Platon identifies with the
unbelieving fool (bezumets) of the Psalms situates Fedor's crisis of identity
in a literary, historical, and metaphysical continuum that moves backwards
from the nineteenth century to the eighteenth century to the time of the
prophets — a time of direct struggle with God the Father.

Fedor's next story, which he attributes to Miusov, also focuses on the
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thematics of belief: «Bor uro cnpowmy: crnpaBemIMBO JIM, OTEL BENMKHIA,
TO, 4T0 B Yembu—MuHeu noBecTBYeTCA rae—TO O KaKOM—TO CBATOM 4yjI0-
TBOpLIE, KOTOPOr0 MYYHIIH 3a Bepy, U Korja oTpyOuiiu eMy noj KoHel roio-
By, TO OH BCTaJl, IIOJHAJ CBOK I'ONOBY U ,,J1ii00€3HO ee noObIzawe™’, u A0aro
uies, HECS €€ B pykax, u ,,1i00e3H0 ee nobeizame’. CripaBeIMBO 3TO MK
HET, OTUBI 4ecTHbIE?» (14; 42).

While there is a Russian saint named Merkurii of Smolensk who alleg-
edly picked up his decapitated head and carried it, the kissing detail identifies
the saint of this story as St. Denis, and the story's source not as the Russian
Lives of the Saints, but probably Voltaire's mock epic «The Maid of Or-
leans». Note that in the story St. Denis's response to the literal alienation
of his head from his body involves a figurative act of union. First he picks
up his head — thus holding together that which has been sundered. Next he
kisses it, an act that implies self~blessing as well as victory over his execu-
tioners, a refusal to accept the alienation of head from body that the state has
imposed on him. Finally, the figure of the martyred saint recalls Christ who
also rose from the dead and was seen walking on a road outside a major city.

Both Fedor's stories are about the power of story—telling. They thus link
Dostoevsky's metapoetics to his Christian beliefs. In both stories, a Denis
1s humiliated, then rises and experiences communion, with others or self.
For Dostoevsky atheism is alienation from God, and thus from human com-
munity. The solution to alienation is communion. Shame at oneself is also
a form of alienation — alienation from self. The solution to shame, as Zo-
sima tells Fedor Karamazov, is self-acceptance. One can only love others
if one can love oneself. Dostoevsky's Pushkin — «Smiris', gordyi chelovek»
— is bearer of the same message.

Dostoevsky fabricates his own Pushkin, a Pushkin who articulates Dos-
toevsky's most cherished thematics. He thus engages in the same kind
of projection as his vruny — or perhaps they engage in the same kind of pro-
jections as their creator, a rhetorical strategem that is a hallmark of Dostoev-
sky's poetics. Here as elsewhere, Dostoevsky lays bare his narrative strategies
by duplication or parody or both’. For instance, in the «Diary» writer makes
his point about vran'e, by engaging in it — thus identifying with his hyper-
bolizing vruny. In his Pushkin speech, Dostoevsky fabricates a Pushkin, just
as lvolgin fabricates a Napoleon and Lebedev fabricates a cannibal client,
who somehow or other reflect the thematic interests or psychological make—
ups of their creators.

7 Elsewhere | show how Dostoevsky continues in «Besy» a pattern he developed in
«|diot». As the disembodied narrator in «ldiot» exposes lvolgin exposing others in order to
establish his own reliability, Dostoevsky exposes his narrator's subjectivity. In Besy, Le-
biadkin attempts to expose others, especially Peter Verkhovensky and Stavrogin, in order
to undermine their credibility and establish his own. Likewise, the narrator—chronicler ex-
poses Lebiadkin as a pretender in order to undermine his credibility and establish his own.
Finally, Dostoevsky exposes his narrator's blatant subjectivity, thus undermining his credi-
bility and establishing his own.
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In addition to being metapoetically connected to Pushkin, Dostoevsky's
vruny are connected through the poetics of humiliation. They identify not
only with Russia's humiliated poet, but with other humiliated figures as well.
Ivolgin identifies with three figures who first triumph and then are humiliated
— Napoleon, the Frenchman with the lapdog, and Prince Myshkin Sr.
He also identifies with the humiliated and «restored» (not «resurrected»)
Corporal Kolpakov. Lebedev identifies with the decapitated Mme du Barry
and with St. John the Baptist, figures whose secular and prophetic triumphs
end in others' seeking their deaths, humiliating deaths which bring them last-
ing fame. Lebiadkin identifies with Sir John Falstaft, the jolly jester who dies
a poor man's death. Stepan Verkhovensky identifies with Pushkin's «Bednyi
rytsar'y. And Fedor Karamazov is not only identified as «Aesop», he also
identifies with the humiliated Denis's.

Dostoevsky's Pushkin and his vruny share another quality — they are all
uniquely Russian, yet universal. Both their Russianness and their universality
lie in their humiliation. Pushkin's strength lay in his ability to take a source
of humiliation, such as his blackness, and make it a source of strength
through the power of the word. By making him a secular exemplar,
Dostoevsky thus extends to Russians a message of hope — humiliation leads
to strength, the fallen shall rise. But while Dostoevsky's values are Christian,
he often conveys his Christian thematics in outrageous and provocative
manners. | will make this point, by concluding with the words of Dostoevsky's
namesake, Fedor Pavlovich Karamazov: «Y uHac Benw kak? Y Hac 4To majaer,
TO Y M JIOXHT. Y Hac 4TO pa3 ynayuo, TO YK H BoBekH Jiexu. Kak Obl He Tak—!
A Bcrats xenao» (14; 82).
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