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Abstract

Bog znaet:
The Ethics of Omniscience in Russian Narrative, 1845-1870

by
Thomas Henry James Dyne
Doctor of Philosophy in Slavic Languages and Literatures
University of California, Berkeley
Professor Irina Paperno, Chair

This dissertation examines how the narratives of Ivan Turgenev, Fyodor Dostoevsky, and
Lev Tolstoy grapple with the consequences of their omniscience. Their narrators do not simply
read minds and tell stories; they also become wrapped-up in the ethical implications of telling
stories that require the reading of minds. In effect, they ask: what happens when narrators
become godlike? Does the privilege of omniscience define—or disrupt—the novel’s ethical
value? I argue that the phrase “God only knows” [Bog znaet] becomes the constant refrain of
realist narrative, a performance of authority in the moment of divesting from it.

In a series of close readings—from Turgenev’s early Sketches of a Hunter to his novel
Fathers and Sons, from Dostoevsky’s first work Poor Folk to his late story “The Meek One,”
and from Tolstoy’s earliest semi-autobiographical narrative experiments to the trilogy of novels
Childhood, Boyhood, and Youth—TI argue that the newly omniscient Russian narrator draws
attention to the consequences of his gaze, highlighting the existence of a boundary in the moment
he makes a display of crossing it, making sacrosanct the interior of the other in the process of
laying it bare. These narratives of Turgenev, Dostoevsky, and Tolstoy become deeply concerned
with the troubling effects of their increasingly privileged intrusion into the minds of others and,
in making us ever aware of the ethical consequences of reading the face to access the mind, cast
a spotlight back onto our reading of them.

Recent works of literary criticism—ifrom rhetorical humanists championing the value of
literature to deconstructive examinations of the ethics of reading—investigate the intersection of
narrative and ethics in the novel. This dissertation brings Russian narratives of the mid
nineteenth-century into this conversation, which has not yet been done by Slavic scholars.
Building on recent theories of narrative ethics and omniscience, this dissertation argues that an
awareness of the transgressive nature of privileged knowledge becomes clearly manifest in
realist prose, even when hidden feelings and unspoken thoughts are rendered legible. These
works reckon with—and invite us to attend to—the troubling effects of their increasingly
privileged intrusion into the minds of others. Turgenev’s, Dostoevsky’s, and Tolstoy’s narratives
rely on strategies of representation that mark themselves as instances of self-aware
transgression, defining their own devices of omniscience as an ethically fraught process, caught
up in the problem of making knowable what “God only knows.”



TABLE OF CONTENTS

INtrOAUCTION. . oot 1

Chapter 1 “What has happened inside this man?”: the ethics of penetrating the body of
the other in Turgenev’s narratives 12

Chapter 2 “That’s the horrible part: I understand everything!”: the ethics of misreading

the other in Dostoevsky’s Poor Folk and “The Meek One 43
Chapter 3 “I read what I ought not to know”: the ethics of overreading in Tolstoy’s

early narrative omniscience 73
EPILOGUE. ... 110

A0} 4 S O3 1=« T 113



i

ACKNOWLEDGEMENTS

First and foremost I have to acknowledge the great debt I owe to Irina Paperno, Eric Naiman,
and Namwali Serpell — I could not have asked for a better, more attentive, and more encouraging
committee. Thanks, too, to Dorothy Hale, for many long and illuminating discussions of
narrative ethics, as well as to the rest of the faculty of the Berkeley Slavic Department,
particularly Harsha Ram and Luba Golburt for their help as graduate advisers and as readers of
early drafts of the papers and exam responses that would plant the seed of this dissertation.
Thanks also to Anna Daniilovna Muza, without whose support and wisdom I could not have
gotten through my last years of teaching Russian. /lait bor 3m0poBbs BaMm, 1 reHepaIbCKUI YHH.

I must also thank and acknowledge the help and support of the Russian department at New York
University, particularly that of Ilya Kliger, who, in giving me my first bad grade in a literature
class (for trying to make up for a lack of an argument with plot summary), started me on the
journey of close-reading some fifteen years ago; of Michael Kunichika, for convincing me to go
to Berkeley in the first place; of Yanni Kotsonis, whose classes first made me want to become a
Slavicist; of Eliot Borenstein, for giving me my first job as a college instructor; and of Irina
Belodedova, for all her help navigating the early years of learning Russian.

I owe so much to my wonderful cohort of colleagues and friends—partners—at the Berkeley
Slavic department and beyond. I love you, Dave.

And finally, thanks does not sufficiently do justice to what I owe my parents, Eileen Kennedy,
James Dyne, and Mary Ann Dyne, for their constant care and support.



bor 3naer, rae Opoanau €ero MbICIH, HO HE

B OJTHOM TOJIBKO MPOIIEAIIEM OPOAUIN OHH:
BBIPA)KEHHUE €0 JINLA ObITIO COCPEIOTOUEHHO
U YIPIOMO, Yero He ObIBAET, KOT'1a YEIOBEK
3aHAT OJJHUMH BOCIIOMUHAHUSIMU.

“God only knows where his thoughts wandered, but they
did not wander only into the past: the expression of his
face was concentrated and sullen, which does not happen
when a man is absorbed solely in his memories.”
Fathers and Sons, Chapter IV (8:211)!

INTRODUCTION

I. Bor 3naer

What happens when narrators become godlike? Does narrative omniscience, with its
penetrating gaze and access to the privileged knowledge of character interiors, define—or
disrupt—the novel’s ethical value?

The narratives of Ivan Turgenev, Fyodor Dostoevsky, and Lev Tolstoy are intensely
concerned with these problems. Their narrators do not simply read minds and tell stories; they
also become wrapped-up in the ethical implications of telling stories that require the reading of
minds at all. But how is an awareness of the ethical problem of knowing someone foo well—of
“getting” their story and fixing them in words—possibly made manifest in the tradition of
Russian realist novelistic narrative, where even consciousness, unspoken feelings, and private
thoughts are rendered knowable? It would seem that nineteenth-century novelistic narrative’s
greatest trick—accessing interiority and, in Dorrit Cohn’s terms, making the minds of other
people transparent, such that we know the characters of novels better than we could ever know
each other—also engenders its most significant ethical consequences.?

In the epigraph above, the narrator of Turgenev’s Fathers and Sons [Otiel u netu, 1862]
defaults before God’s knowledge of his characters, begging not only ignorance, but also the very
impossibility of such privileged knowledge at all. Although the narrator has just checked in on
all the novel’s other main characters, peering into their bedrooms and detailing their mental
states with ease, here he instead notes the visible illegibility of Pavel Petrovich’s thoughts: while
“God only knows” their content, their direction is clearly to be seen in the expression of his face.
This narrative voice, despite paying lip-service to the impenetrable sanctity of the character’s
mind, in the same breath still breaks this boundary, narrating Pavel Petrovich’s thoughts by
reading his face, unquestionably certain in the knowledge of which expressions correspond to
which interior states. Turgenev’s narrator here attests to the unknowability of the character’s
mind in the same sentence that makes it self-evident.

! Translation adapted from Richard Hare’s (1948).

? Cohn asserts that this contradiction lies at the heart of fictionality: the “most real” literary characters are
“those we know most intimately, precisely in ways we could never know people in real life,” while the
verisimilitude at the center of literary fiction relies on the communication and representation of the
incommunicable and unrepresentable. Dorrit Cohn, Transparent Minds: Narrative Modes for Presenting
Consciousness in Fiction (Princeton: Princeton UP, 1978), 5-7.



This moment, I argue, lays out the antinomies central to the development of narrative
omniscience in the mid-nineteenth-century Russian novel. Just as the character’s thoughts are at
once legible and illegible, his mind made inviolable in the moment it is also violated, so too is
narrative authority defined by an anxious flitting between two opposites. The narrator divests his
gaze of any penetrative insight (“God only knows where his thoughts wandered”) in the same
sentence that he relies on it (“but they did not wander only into the past”). The narrative is aware
of these contradictions, and draws attention to them.

I argue that “God only knows™ indexes the way Russian narratives of the mid
nineteenth-century grapple with the consequences of their nascent omniscience. With the
constant refrain of “God only knows”—the bellwether of a larger process of disavowing
privilege in the moment of relying on it—Turgenev’s, Dostoevsky’s, and Tolstoy’s narrative
voices make visible the work of their omniscience, as well as make known their anxiety over its
effects. By attending to the consequences of the act of narratively penetrating the mind of the
other, making difficult to cross a boundary that they cross all the same, these early omniscient
narratives take the shape of an ethically-invested reckoning. Turgenev’s hunter-narrator,
Dostoevsky’s Makar Devushkin, Tolstoy’s Nikolai Irten’ev, and others, are all limited, first-
person character-narrators, by definition bereft of any access to the thoughts of others, but who
strive for a more penetrating, incisive, inside-view of the other characters populating their
narratives all the same.

These proto-omniscient narrators set up the boundary between the mind and the body of
the other in order to show themselves crossing it, ever aware of this crossing as a moment of
over-stepping. As a result, the narratives in which these character-narrators appear are defined by
a tension between limitation and omniscience, between “reading” the body and face on the one
hand, and directly accessing the mind on the other. These narratives rely on strategies of
representation that present themselves as instances of self-aware transgression, defining their
own devices of omniscience as a negative deontic modal: they are caught up in the process of
making knowable that which they professedly ought not know.

This side-stepping process—of penetrating the mind of characters and showing what
“God only knows,” while still anxiously disavowing complicity in the violation producing that
knowledge—signposts the “double exigency” of the emerging Russian narrative omniscience. |
argue that the newly omniscient Russian narrator draws attention to the consequences of his
gaze, making difficult a boundary in the moment he makes a display of crossing it, making
sacrosanct the interior of the other only in the process of laying it bare.* The narratives of
Turgenev, Dostoevsky, and Tolstoy become deeply concerned with the troubling effects of their
increasingly privileged intrusion into the minds of others, as well as with how, as theorist Adam

3 Here Bog znaet / bor 3HaerT, but also frequently given as bor ogun 3naer, bor Bects, and Bor Benaer.

* In repeating this process of simultaneously disavowing the same authority with which it invests the
narrator’s gaze, these Russian omniscient narratives rehearse the sublated field of power and surveillance
that D.A. Miller identifies as central to the Victorian novel which, he writes, “[...] satisfies a double
exigency: how to keep the everyday world entirely outside a network of police power and at the same
time to preserve the effects of such power within it. Indeed, the novel increases this power in this very act
of arranging for it to ‘disappear,” absorbed into (as) the sheer positivity of being in the world. It cannot be
decried as an intervention because it is already everywhere.” D. A. Miller, The Novel and the Police
(Berkeley: U of California P, 1988), 50.



Z. Newton puts it, ethics and narrative haunt one another.> In representing what ought to be
inviolate in the instant they also exhibit its violation, these early omniscient narratives, to borrow
Cathy Popkin’s phrase, are “born of restraint doubly abandoned”: they both name an
indiscretion—"the exposure of intimacy to publicity”—while also acting on the desire to tell all
about it.® This dissertation will also investigate how these works, in casting a spotlight back onto
our reading of them, make ethical claims on their readers.’

II. The limits of omniscience

It is necessary first to draw some preliminary distinctions and set some definitions for
what is at stake in my reading of early Russian omniscience as a self-aware ethical reckoning.
The process I see signposted by the refrain “God only knows” unfolds as a tension between, on
the one hand, narrators’ limitation and self-effacement, and on the other, their continual striving
towards penetrating vision and privileged knowledge all the same.

I argue that omniscience in Russian narratives of the mid-nineteenth-century becomes
less a question of a singular identity and its empowerment (who possesses what surplus of vision
over whom, and how?) than a spectrum, a field of shifting identities swinging between limitation
and privilege, among both narrators and characters. The conventions of characterological
limitation are constructed in the moment of their being breached, insofar as representing violated
privacy reinforces the line separating public and private, knowable and hidden. But this line,
which demarcates what is and is not knowable both within and about the diegetic world, is not
stable.® Characters and narrators alike, as in the epigraph above, read faces to read minds,
defaulting before God’s privileged field of vision (“God only knows where his thoughts

> In Narrative Ethics Newton brings Emmanuel Levinas’s theory of responsibility toward the other and
Mikhail Bakhtin’s concept of unfinalizability to his readings of several novels, the narratives of which he
takes to be an ethical-discursive field penetrated by a paradox central to storytelling: that is, narrating is
an inherently reductive act, as “getting” someone’s story by fixing them in words renders them finalized
and known, increasing our responsibility towards them in a way that simultaneously causes an infinite
regress, actually only obscuring our ultimate knowledge by virtue of the increasing proximity of its
object. See Adam Zachary Newton, Narrative Ethics (Cambridge, MA: Harvard UP, 1995).

® Cathy Popkin, “Kiss and Tell: Narrative Desire and Discretion,” in Sexuality and the Body in Russian
Culture, ed. Jane T. Costlow, et al. (Stanford: Stanford UP, 1993), 139-40.

7 Alexander Spektor has recently furthered a similar argument about the “interpretative anxiety”
generated by Dostoevsky’s The Idiot [Mnuot, 1869], which prompts the reader to make an “ethical
assessment of The Idiot’s similarly incoherent protagonist, even as the novel makes it progressively more
difficult to do so.” In this way, Spektor convincingly argues, Dostoevsky’s narrative not only represents
moral problems, but also “[forces] on the reader the awareness of the moral ambivalence of the acts of
representation and interpretation,” prompting an ethical response via (and in response to) our reading it.
Spektor, “Violence to Silence: Vicissitudes of Reading (in) The Idiot,” Slavic Review, Vol. 2, No. 3 (Fall
2013), 552-554.

¥ This is distinct from and in addition to the already-present “instability of the subject position” that
Catherine Gallagher identifies as symptomatic of “novels with third-person omniscient narrators,” in
which “the accessibility of the fictional character’s mental life” increases the felt separation between the
character’s mind and the narrator. Gallagher, “The Rise of Fictionality,” in The Novel, ed. Franco Moretti
(Princeton: Princeton UP, 2006), 360. In the narratives of Turgenev, Dostoevsky, and Tolstoy, as I will
argue below, our attention is redrawn to the separation of character’s minds from the narrating agent by
both omniscient narrators who purport to be unable to access character’s mental lives and character-
narrators who strive for a higher level of narrative authority over other characters, making of this
separation a problem addressed by the narratives that also create it.



wandered...”) while narrating from a position of Godlike authority anyway (“...but they did not
wander only into the past”). In this way, Turgenev’s, Dostoevsky’s, and Tolstoy’s narrative
voices at times disavow their own complicity in the very techniques of surveillance and
omniscience in which they represent (and by which they are empowered to represent) characters
participating.” What might otherwise be termed “privileged information” (the inner workings of
characters’ minds, for example) is also inescapably marked by its heavy reliance on the
interpretation of the visible, exoteric (and distinctly unprivileged) signs that play out on the body
and the face.

Omniscience in these Russian narratives, then, would hardly seem like omniscience at all.
Despite many such protestations, the acquisition of privileged knowledge is never simply a case
of “God only knows,” and yet Turgenev’s narrators, for example, struggle with limitations as
much as they do with access, which seems distant from the term’s “definition based on the
presumed analogy between the novelist as creator and the Creator of the cosmos, an omniscient
God.”!? In this same vein, recent scholarship finds “omniscience” to be both lacking in rigor and
unhelpfully tricky as a category of analysis. Using Dostoevsky’s narrator from Brothers
Karamazov [bpatbs Kapamasossl, 1880] as an example, Gerald Prince questions the dividing
line drawn between seemingly impossible omniscient knowledge and normal narrative
focalization, noting that “in fact, many fictional human beings are endowed with the capacity to
perceive other entities’ reflections and feelings.”!!

Jonathan Culler further questions the “dubious notion” of the term and its implications,
which tends to imbue third person narrative voices with godlike, all-seeing and all-knowing
qualities, which in turn puts critics into the embarrassing situation of feeling “obliged to explain
why the omniscient narrator declines to tell us all the relevant things he must know.”!? The term
itself, Culler argues, may lead readers astray in their analysis of narrative, by leaning so heavily
on a theological metaphor that puts too much focus on assumed moments of withholding, when
something left unsaid must presumably still be known by a narrator.'?

Culler cites Richard Walsh on this matter, who puts the problems of omniscience on the
shoulders of the reader who, in the act of figuring the narration as issuing from an embodied,
bounded figure, has already negotiated a mode of complicity in the act of representation. Such a
position ends up engendering a logical fallacy, Walsh argues, treating “a represented instance of
narration as ontologically prior to the language doing the representing.”'* As Kent Puckett
summarizes, the very idea of omniscience, then—that a godlike, privileged field of vision defines

? Here and below, my invocation of the role of surveillance in the performance of narrative omniscience
owes a debt to the influential formulations of D. A. Miller.

19 Scholes, Robert & Robert Kellog, The Nature of Narrative (New York: Oxford UP, 1966), 272.

' Prince generally argues that omniscience as a category of analysis is not appreciably different enough
from Genette’s focalization, as “theoretically, nothing prevents focalization from yielding the same kind
and amount of information provided in cases of nonfocalized omniscient (or quasi-omniscient) narration.”
Gerald Prince, “A Point of View on Point of View,” in Van Peer, Willie & Seymour Chatman, ed., New
Perspectives on Narrative Perspective (Albany: State U of New York P, 2001), 48. James Phelan
counters Prince’s (and Seymour Chatman’s) position on omniscience, which he asserts achieves “clarity
and economy at the expense of an inadequate account of what narrators can do.” Phelan, “Why Narrators
Can Be Focalizers — And Why it Matters,” in Van Peer, op. cit., 51.

12 Culler, “Omniscience,” Narrative, Vol. 12, No. 1 (2004), 25-26.

13 See also Culler’s response to Barbara K Olson’s response to the above article, “Knowing or creating? A
Response to Barbara Olson,” Narrative, Vol. 14, No. 3 (Oct. 2006).

4 Walsh, “Who is the Narrator?”, Poetics Te oday, Vol. 18, No. 4 (Winter 1997), 499-507.



the narrating agent of the text against the objects of its narration—"reproduces in the field of the
literary a damaging theological error and as a result sustains an illusion against which no
ordinary life could measure up. Omniscience is, in other words, an insult.”!> To these objections,
however, Paul Dawson notes that Culler simply succeeds in demonstrating what has already long
been known: that omniscience is an imperfect analogy for the representation and “rhetorical
performance of narrative authority.”!®

Keeping in mind these limitations, Bog znaet will rely on the term “omniscience” to refer
to the complex of devices that play into and underwrite the way narrative authority makes itself
visible. After all, Turgenev’s narrator in the epigraph above himself invokes the Godliness and
strangeness of his knowledge, inviting at least one of the metaphors that Culler rejects. Bog znaet
will pay special attention to such self-aware moments in newly omniscient Russian narratives
that explicitly identify knowledge as problematic, gazes to be violent, or information to be had
thanks only to a violation.

In defining narrative omniscience in this way—as a problem not of knowledge and its
absence among different figures in the text, but as an oscillating swing between both—I follow
Audrey Jaffe, who interprets omniscient narration to be a form of “emphatic display,” anxious
about the differences between the observer and the observed, “[a]t once refusing the boundaries
of character but defining itself by manufacturing those boundaries,” establishing them only to
violate them.!” Understood in this way, omniscience sets up a relationship predicated on distance
from characters (and their epistemological limitations) that at the same time allows for (and even
requires) a presence among the characters (penetrating and representing their minds). In this
way, Jaffe argues, a certain “tension between self-effacement and self-assertion” inheres in
omniscience, as at times “the omniscient gaze bears traces of the same personal and cultural
identities it seeks to efface.”!8

In the search for authoritative narrative omniscience, Turgenev’s, Dostoevsky’s, and
Tolstoy’s early narratives—to borrow Jaffe’s convincing formulation—first “create limited
subjects,” in order to “have something to be omniscient about.”!® Their narratives are invested in
the stakes of the knowledge they represent, and often excuse or justify individual instances of
impossible knowledge, as well as problematize the means by which the private and intimate are
penetrated, revealed, and made knowable in narrative. The questions raised by these nascent
omniscient narratives fall along the fault line of what Adam Z. Newton terms “hermeneutic

15 Puckett, Bad Form: Social Mistakes and the Nineteenth-Century Novel (Oxford: Oxford UP, 2008), 7.
' Dawson, The Return of the Omniscient Narrator (Columbus, OH: Ohio State UP, 2013), 54. Dawson
convincingly argues that the difference between narrators possessed of varying degrees of reliability is a
problem of “rhetorical strategies rather than degrees of knowledge,” noting that the case of the
problematically omniscient first-person narrator comes down not to impossibilities, but to hypothesis:
“first-person omniscience becomes a performance of knowledge based on the hypothesis of a virtual
focalizer: this is what would have been perceived by an omniscient narrator if such a perspective were
possible.” Ibid., 206. Amanda Anderson, meanwhile, investigates the “habits of suspicion” that both
prompt and result from Victorian omniscient narration, which she takes to be a symptom of a purposeful,
historical cultivation of distance and detachment, itself a response to the challenges of modernity. See
Anderson, The Powers of Distance: Cosmopolitanism and the Cultivation of Detachment (Princeton:
Princeton UP, 2001), 3-6.

17 See Jaffe, Vanishing Points: Dickens, Narrative, and the Subject of Omniscience (Berkeley: U of
California P, 1991), 6, 12, 71.

'8 Ibid., 168.

¥ Ibid., 25.



ethics,” the inquiry, though narrative, “into the extent and limits of intersubjective knowledge in
persons’ reading of each other, and the ethical price exacted from readers by texts.”?° The
assertion “God only knows” becomes the marker of an ethically invested narrative, purporting
respectful distance in the moment of an intimacy-violating, -exposing presence. Such narratives
represent characters who “read” each other, thanks to (and yet also in spite of) the position of
narrators who themselves question the possibility of such readings at all. These paradoxical
tensions index mid-nineteenth-century Russian narrative’s concern with, as Newton puts it, the
difference between an “unveiling which destroys the secret” and “the revelation which does it
justice.”?!

ITI. Narrative ethics

By pairing the field of vision of the narrator with an act of violation, a moment of
violence, early Russian omniscient narrative attends to the voyeurism inherent to the
relationships it stages. The usual narrative distinctions—when considered through the ethically-
invested optic of “God only knows”—then become less “show and tell,” and more “hit and run:
in bearing witness to violence, we are made to question who bears responsibility, in the same
moment that claims of responsibility are abdicated.

Bog znaet will build on the work of several recent theorists of narrative ethics, as well as
the foundational investigations into narrative and the Russian novel of M. M. Bakhtin, which lay
the groundwork for an epistemological and ethical philosophy of novelistic form. By my use of
the term “narrative ethics,” I refer to the constellation of concerns that cohere around a set of
relationships that texts both produce and represent — character and narrator, narrator and reader,
author and hero. Narrative becomes the site of ethics at the intersection of these relationships,
when we are made to see the consequences of how privileged knowledge changes hands.

With these definitions, Bog znaet already takes a stance on several issues along which
dividing lines are drawn in contemporary narrative scholarship. On the one hand, many liberal
humanist scholars follow the rhetorical tack of identifying the reading and constructing of
narrative to be inherently positive acts, affording readers an ethical testing ground for their own
morality. Martha Nussbaum, for example, locates the value of fiction in its construction of
ethical test cases, against which we as readers can judge ourselves and our own moral reactions
to the situations modelled by characters on the page.?? Each novel becomes an “active heuristic
working through of ethical problems,” ever sharpening the readers’ arsenal of tools for ethical

20 Newton, Narrative Ethics, 26.

1 bid., 47.

22 See Nussbaum, “Love’s Knowledge,” in Love’s Knowledge: Essays on Philosophy and Literature
(New York: Oxford UP, 1990), 261-285. Frank Palmer similarly links the appreciation of literary works
to the development of moral understanding, arguing that literary characters must be thought of as persons,
not as “figurative unpersons.” Palmer, Literature and Moral Understanding: A Philosophical Essay on
Ethics, Aesthetics, Education, and Culture (Oxford: Clarendon Press, 1992), 11. As Dorothy Hale
convincingly argues in her investigation of recent theorists of narrative ethics, however, Nussbaum’s
project sees the ethical value of the novel tied up in its reification and confirmation of certain types of
private emotion, in the process not only missing essential problems of novelistic form (and our reading of
it), but also taking for granted the novel’s achievement of alterity full-stop. See Hale, “Aesthetics and the
New Ethics: Theorizing the Novel in the Twenty-First Century,” PMLA, Vol. 124, No. 3 (May 2009),
898-99.



inquiry.?* Wayne C. Booth similarly makes an ethical case for reading narratives, which invites
critical discussions of the situations they represent.?* In his systematic ethics of narration,
meanwhile, James Phelan links omniscience with a necessarily positive ethical valence, arguing
that the temptation to feel superior to characters whose minds we read is balanced by the
increased feeling of sympathy that this position generates.?’

On the other hand, countering the liberal humanist notion that novel-reading by default
reinforces our ability to empathize, Galen Strawson, for example, argues that “narrative self-
articulation” actually promotes “an ideal of control and self-awareness in human life that is
mistaken and potentially pernicious.”?¢ Candace Vogler similarly argues not only that the limits
of possible human knowledge preclude a responsible adaptation of our means of knowing
literary characters to real-world ethical situations, but also that our self-understanding hinges on
this very distinction: we are ungraspable and unknowable only in contradistinction to characters,
about whom it is possible to know everything, thanks to omniscience.?’ J. Hillis Miller asserts
that “ethics and narration cannot be kept separate” not because stories allow us to rehearse
ethical choices by empathizing with characters, but because narrative is inherently and
inescapably ethical thanks to the epistemological shadow cast by every different narrative
situation.?®

2 Robert Eaglestone, “Flaws: James, Nussbaum, Miller, Levinas,” in Critical Ethics: Text, Thory, and
Responsibility, ed. Dominic Rainsford & Tim Woods (London: Macmillan, 1999), 78. Eaglestone argues
elsewhere, however, that Nussbaum’s process is inherently flawed, offering literature as moral philosophy
without attending to the limits of omniscient narrative, understanding “a text as a surface behind which
there are real situations and real events.” See Eaglestone, Ethical Criticism: Reading After Levinas
(Edinburgh: Edinburgh UP, 1997), 41-57.

2 Booth, The Company We Keep: An Ethics of Fiction (Berkeley: U of California P, 1988), 13.

%3 Phelan asserts that, while the superior field of vision granted by narrative omniscience forms an ethical
problem wrapped-up with superiority and hierarchy, this issue is solved by the attendant closeness we feel
to those we might otherwise feel superior to: “Our knowledge has two main effects, one connected with
ethical responsibility, the other with desire. With the privilege of this knowledge come a certain
temptation and a certain responsibility. The temptation is to feel omniscient, or at least so superior that we
begin look down at [characters.] [...] But these temptations are balanced against the demands our superior
knowledge places on our sense of justice.” Phelan, Living to Tell About It: A Rhetoric and Ethics of
Character Narration (Ithaca: Cornell UP, 2005), 62.

26 Strawson, “Against Narrativity,” Ratio XVII, 12/2004, 447.

2" Vogler, “The Moral of the Story,” Critical Inquiry, Vol. 34, No. 1 (Autumn 2007), 5-35. Vogler notes
how Robert Pippin furthers a similar claim in “On Maisie’s Knowing Her Own Mind,” noting that it is by
the act of resisting the incursions of her parents into her mind that Henry James’s Maisie comes to have
an inner self at all. Vogler, “The Moral of the Story,” 26. See also Nancy Armstrong, How Novels Think:
The Limits of Individualism from 1719-1900 (New York: Columbia UP, 2006).

28 See J. Hillis Miller, The Ethics of Reading: Kant, de Man, Eliot, Trollope, James and Benjamin (New
York: Columbia UP, 1987), 2-5. Geoffrey Galt Harpham summarizes Miller’s deconstructive
championing of the imperative of inscrutability as a demand the text places on the reader, not only
renouncing the idea that any character can be used as a model for life, but also that “the ethics of reading
dictate that no ethical instruction be derived from reading.” Harpham, Getting it Right: Language,
Literature, and Ethics (Chicago: U of Chicago P, 1992), 161-64. As Robert Eaglestone points out,
however, Miller, in subsuming ethics “into reading—quite the opposite approach to Nussbaum, who
subsumes reading into thinking about ethics,” leaves open the question of what remains of ethics “apart
from narrative unreadability.” Eaglestone, Ethical Criticism, 75. Booth elsewhere attempts to counter the
deconstructive assignation of value to textual openness by arguing that readers are concerned with



This dissertation will investigate how early Russian narrative omniscience self-awaredly
grapples with its own ethics, mapped onto the trajectory of Russian realism, reaching from
subjective first-person character-narrators to omniscient third-person narrative voices, without
conflating narrative ethics with the discrete moral choices made by characters, or our reactions to
them. Bog znaet will ask instead: how do different narrative situations make visible—and attend
to—the ethical consequences of their own narrative gazes? How does the Russian novel deal
with the effects of the violent, penetrative act of omniscience that it also represents? To what
degree does narrative situation dovetail with the ethical? And how do these narratives deal with
this essential contradiction, representing—in narrative—the potentially pernicious effects of
narrative?

In concrete terms, Bog znaet closely reads the narratives of several major Russian realist
writers, whose work engages with omniscience as ethical issue, as an historically constituted
problem that the novels both produce and respond to. Taking as its point of departure recent
scholarship on the development of the authorial position of the realist narrator, Bog znaet tracks
the rise of omniscience in the tradition of the Russian realist novel through the lens of narrative
ethics, which has not yet been done by scholars. In the Slavic field, Victoria Somoff? has
suggested that omniscience is a symptom of the new nineteenth-century remit of being reliable
and objective, a problem of representing on the page a whole world of people who possess
hidden interiors, minds, and souls; how else to be reliable in narration but to access those
interiors directly? Bog znaet develops this idea further, both theoretically and chronologically,
asking: what are the ethical implications of this direct access, and how does it change over time?
How does omniscience construct the boundaries that it also breaks?*? In the process of producing
limitation, its own narrative foil, does omniscience in the tradition of the Russian realist novel
also train the reader to be a reader of people? Or does it stage the ethical dangers of such an
activity?

IV. Overview

Chapter one analyzes how the works of I. S. Turgenev grapple with the basic problem of
narrative omniscience: how to penetrate the body of a character, get in her head, and represent
what is “going on” inside? Narrative omniscience in Turgenev’s narratives takes the shape of a
tension wrapped-up in anxieties about vision, violence, and the body. The largely effaced
narrator of Turgenev’s Sketches of a Hunter [3anucku oxotHuka, 1847-74] moves around the
Russian countryside, famously eavesdropping, spying, and pretending to be asleep in order to
fully sketch the characters he meets. In the process, the sketches draw attention to the way
Turgenev’s narrator obtains privileged knowledge, as well as to the consequences of his

reacting to the human elements marshalled by a particular narrator at a particular time, not with the kind
of narrator a text employs, and that consequently openness or unreadability are not as ethically-invested
as is the process of reader-response. Booth, The Knowing Most Worth Doing: Essays on Pluralism,
Ethics, and Religion (Charlottesville: U of Virginia P, 2010), 84-85.

2 See Somoft, The Imperative of Reliability: Russian Prose on the Eve of the Novel, 1820s-1850s
(Evanston, IL: Northwestern UP, 2005).

3% On the subject of omniscience as a liminal space defined by tension, rather than by a surplus of
knowledge, I continue to follow the terms of Audrey Jaffe, who notes: “What we call omniscience can be
located, that is, not in presence or absence, but in the tension between the two — between a voice that
implies presence and the lack of any character to attach it to, between a narratorial configuration that
refuses character and the characters it requires to define itself.” Jaffe, Vanishing Points, 4.



narrative. The hunter-narrator’s knowledge of other characters—including, at times, of their
minds—requires work that is marked in some way as a knowing violation, the product of secret
surveillance. Turgenev’s later additions to the Sketches, added thirty years after the originals
were published, become even more concerned with these questions of violated intimacy and of
bodies penetrated by the narrator’s gaze. They play with the problems only suggested by the
earlier works: although the gaze of the limited first-person narrator has become over time ever
more incisive and knowledgeable, the faces and bodies of those he would read become
increasingly less legible.?!

Fathers and Sons—situated chronologically between Turgenev’s earlier and later
sketches—stages a clash of their different devices of omniscience, of furnishing privileged
knowledge, of learning “what is going inside” other people. This central clash overlaps with its
titular battle of the generations, as various characters work hard to penetrate, undress, and reveal
the mysterious interior of the (largely female) mind and body of the other. I will conclude by
examining how this tension—caught up in the felt consequences of an increasingly omniscient,
increasingly ethically compromised, increasingly violent gaze— (literally) comes to a head in the
case of Turgenev’s late sketch, “The Execution of Tropmann” [Ka3us Tponmana, 1870], where
the task of obtaining interiority—getting inside the soon-to-be-guillotined head of a young
French spree-killer—is shot-through with the narrator’s overt concern over the effects of his own
overstepping field of vision. Turgenev’s narratives are over time increasingly interested in
interrogating the stakes of their own ability to make minds transparent, as well as to represent
others doing the same.

Chapter two addresses the problem of character-narrators who exceed the boundaries of
their position by examining F. M. Dostoevsky’s first novel Poor Folk [benusie moau, 1845] and
contrasting it with his late short story “The Meek One” [Kpotkas, 1876]. Both works, I argue,
detail a male narrator subjugating the female object of his desire to his narrativizing gaze,
assigning self-confirming meaning to her actions and, in the process, inviting the reader to attend
to the ethics of her erased position of alterity. This chapter maps out how Dostoevsky closely
links strategies of reading and narrating to our ethical responsibility toward the other. To read the
unrequited love story of the poor, unprepossessing clerk Makar Devushkin as a prototype of the
entirely self-possessed, unnamed, nearly unfeeling narrator of “The Meek One” is to read
drastically against the grain, taking the lovelorn novelistic hero to be — in some ways, at least —
the lothario that others in the novel claim him to be.3? Mikhail Bakhtin has famously declared the
letters of Poor Folk to be shot-through with an anxiety of reception, dialogically oriented both
towards the impression that the messages will create in the recipient as well as towards the
potential response they will engender.** My reading will engage with this idea, as well as with

3! This point follows (and will build upon) Victoria Somoft’s suggestion that the narrative voice behind
Turgenev’s late additions to the Sketches cycle is markedly novelistic, benefitting from twenty years of
the development and popularization of omniscient third-person narration in realist novels.

32 Without going as far as suggesting that Makar Devushkin is the cause of Varvara’s social fall from
grace, [ will take my cue here from Carol Apollonio, who suggests we read Makar’s letters for the degree
to which his words and actions don’t align, inviting the reader’s complicity in his objectifying gaze as the
“sideways glance” of his discourse strays into the territory of voyeurism. See Apollonio, Dostoevsky’s
Secrets: Reading Against the Grain (Evanston, IL: Northwestern UP, 2009).

33 See Bakhtin, Problems of Dostoevsky’s Poetics, ed. and trans. Caryl Emerson (Minneapolis: U of
Minnesota P, 1984), 49, 58.
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Bakthin’s definition of aesthetically proper reading, to trace an ethics of reading and narrating in
Dostoevsky.

Poor Folk is the story of Makar Devushkin’s development as both a reader and a narrator.
Just as we track his changing ability to “read” Varvara Alekseevna and understand her letters and
actions, so too do we follow his emerging taste as a discerning reader of fiction, culminating in
his narratively naive (but ethically sensitive) rejection of the heterodiegetic narrative of Gogol’s
and Puhskin’s short stories. In this moment, Makar Devushkin—our voyeuristic homodiegetic
narrative voice—ironically rejects the methods of his own narrative, the over-stepping
omniscience of heterodiegesis. He is appalled by the activities of Gogol’s narrator, for example,
whom he assumes has been spying on and following around poor Akaky Akakievich. Makar
Devushkin’s rejection of omniscience draws our attention back to the ethics of his own gaze,
which throughout the novel reduces Varvara Alekseevna to playing a role in his own narrative
self-understanding, assigning self-confirming meaning to everything she does. I argue that the
novel’s concern with the ethics of reading and narrating the other is programmatic, evident from
its first lines, an epigraph drawn from V. F. Odoevsky’s “The Living Dead Man” [2KuBoi
meptBet, 1838], a short story whose first-person narrator has an out-of-body experience and, as a
ghost, gains intimate knowledge about the minds and opinions of his family members — an early
wrangling with the difficulty of furnishing privileged information to unprivileged narrators. I
will then turn to Dostoevsky’s late short story “The Meek One,” in which a miserly pawn-broker
drives his wife to suicide by attempting to control every aspect of her life, reducing her story to a
footnote in the narrative of his own ability to read it. The narrator of “The Meek One” narrates
his wife’s consciousness and lays bare her interiority without any trace of subtlety or sensitivity,
rendering her totally finalized, while an authorial preface reveals that the pawnbroker’s story
rehearses exactly this problem on a larger scale, as we too overhear his impossible-to-overhear
interior monologue.**

The third chapter focuses on the development of penetrative omniscience within
Tolstoy’s earliest first-person narrative experiments, from his unfinished sketch “A History of
Yesterday” [Mcropust Buepamnero ans, 1851] to the three novels of his unfinished tetralogy 7The
Four Epochs of Development: Childhood [AetctBo, 1852], Boyhood [OTtpouectBo, 1854] and
Youth [FOnocts, 1857]. Although the recognizably Tolstoyan (omniscient, authoritative) narrator
only appears in later sketches, these early works, I argue, are not so much pre-omniscient, as
proto-omniscient. They are invested both in the possibility of making minds transparent, as well
as in attending to the inevitable consequences of doing so. His early narrators comment on their
ability to access the minds of characters, and remark on the illegibility of secret thoughts and
hidden feelings, which play out all the same, fleetingly yet legibly, across characters’ faces and
in the movements of their hands and bodies. The result, I argue, is a process of overreading,
where narrative voices draw attention to the excesses of their own gaze. Despite the self-
professed impossibility of tracking all the impressions and thoughts that enter one’s head

3% Bakhtin also notes that this is the story not of the pawnbroker, but of the representation of the journey
of his self-consciousness as he comes to understand his own narrative. I aim to follow and build on the
recent work of Alexander Spektor, who in his 2008 dissertation Narrative ethics in the first-person prose
of Fyodor Dostoevsky and Witold Gombrowicz suggests that “The Meek One” abandons the authorial
surplus of vision by utilizing the first person, in the process forcing the characters of the story to contend
with the power, responsibility, and violence of their narrative control, turning the narrative situation of the
story into the site of an ethical problem.
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throughout the day, the narrator of “A History of Yesterday” attempts it all the same, and not in
the case of his head alone. The ostensibly limited and embodied narrative voices that follow this
first one—including the chronologically split first-person character-narrator Nikolen’ka
Irten’ev—play with the tension between limitation and privilege, frequently breaking through
epistemic boundaries, penetrating the interiors and detailing the histories of other characters with
impossible accuracy and perspicacity.

In creating textual bodies in order that the secret grammar of their faces, gestures, eyes,
and movements may be parsed and interpreted, Childhood privileges a mechanism of silent, non-
verbal reading as a higher order of narrating. Boyhood and Youth, meanwhile, equate these
scenes of reading with the intimacy of filial closeness, suggesting that the model for the
aesthetically proper reading of people follows that of a closely-knit family, a coterie of like-
minded interpreters, well-versed in the silent reading of each other’s exteriors, while also
warning against the potentially pernicious consequences of reductively reading other people as
one reads literary characters. These novels model a way of knowing born out of reading, but also
warn against it. Ultimately, Tolstoy’s early working-out of narrative voice becomes a working-
through of narrative ethics. Before the easy omniscience of his later work, Tolstoy’s early
narrators perform acts of “reading” that come wrapped up in a negative, deontic modal. In
paying lip service to the imperceptibility of characters’ still-perceived smiles, Tolstoy’s early
narrators grapple with their acts of reading, seeing, and knowing what they ought not to read,
see, and know.

Bog znaet asserts that Russian realist narrative tends towards omniscience, while still
retaining vestigial concerns for the privileged nature of the information it represents. Bog znaet
investigates the way these ethical concerns take the shape of several tensions written into the
Russian novel, including moments where omniscient narrators rely on reading facial expressions
to gain access to the minds of others, where the limitations of first-person narrative survive into
texts written in the third-person, and where an overt concern with the source of narrative
information is voiced. Bog znaet highlights these tensions by mapping their progression, from
Dostoevsky’s first novel to a late story, from Turgenev’s early experimentation with realism in
the 1850s to the anxieties of his late work, and as it unfolds in the proto-omniscience of
Tolstoy’s early semi-autobiographical narratives.
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CHAPTER 1

“What has happened inside this man?”:
The ethics of penetrating the body of the other in Turgenev’s narratives

I. Introduction

The question of “what has happened inside” a particular character forms a central ethical
problem for the narratives of Ivan Turgenev.

Turgenev’s late sketch “The Execution of Tropmann” [Ka3zup Tponmana, 1870], from
which this quote is drawn, limns what is ethically at stake in many of Turgenev’s narratives at
large. Originally published as an indictment of the death penalty, it also, I argue, indicts
Turgenev’s tricky relationship with narrative omniscience, with penetrating the body of the
other, and with accessing its interior.

In the sketch, Turgenev employs a first-person narrative voice to recount the public
execution of a young French mass-murderer, which he personally witnessed in January 1870.
Invited as a special guest into a closed-off section of the prison, Turgenev’s narrator is aghast at
the violence of what he is bearing witness to, as well as to the violence of bearing witness itself.
He makes frequent reference to the privilege of his vantage point, as he has been granted access
to otherwise inaccessible spaces. Reporting from the inner sanctum of the prison, he witnesses
up-close the prisoner’s final toilette, as well as the preparations made by the executioner,
constantly and anxiously aware that he is seeing something he should not. Although he
frequently turns to the large crowd who are also gathered to watch the execution, Turgenev’s
narrator cannot make sense of their voices, and has difficulty reading the individuals he does
pick out, of one in particular wondering: “What has happened inside this man?” [Uto
npoucxoauio B otoM venoseke?] (14:156).! After having closely detailed the minutiae of the
event, the narrator’s gaze fails him; he famously looks away from the beheading at the last
moment, focusing instead again on the crowd of witnesses, wondering what effect this sight will
have on them, and later, what value his narrative has had, if any.

Dostoevsky hated this ending, which he saw as a dereliction of Turgenev’s duty to
witness what he had set out to witness.? I propose, however, that this turning-away is not a
moment of indefensible squeamishness, but rather forms an ethically invested means of attending
to the confluence of vision, violence, and the body, which gives shape to all of Turgenev’s

! All citations of Turgenev refer to Polnoe sobranie sochinenii i pisem v dvadtsati vos 'mi tomakh
(Moscow: Nauka, 1964). Translations of the Sketches of a Hunter refer to Richard Freeborn’s, of Fathers
and Sons to Michael Katz’s, and of “The Execution of Tropmann” to David Magarshack’s.

2 In a June 1870 letter to N. N. Strakhov, Dostoevsky rails against the sketch: “[...] mens 7Ta
HambILEHHAs U HICTIeTHIIbHAS CTaThsl BO3MYTWIA. [loueMy oH BCE KOH(Y3UTCS U TBEPAUT, YTO HE UMEI
npasa TyT ObITH? Jla, KOHEYHO, €CIM TOJIBKO Ha CHEKTATIIb MPUIIET; HO YeJIOBEK, Ha TIOBEPXHOCTU
3eMHOH, HE NMEET MpaBa OTBEPTHIBATHCA U HTHOPUPOBATh TO, YTO IIPOUCXOAUT Ha 3emie...” (29:127-28).
As Emma Lieber notes, Dostoevsky would later parody Turgenev for this sketch in the character of
Karmazinov in Demons [Bech1, 1872], “a pompous has-been whose account of a steamer wreck,
concerned largely with his own refusal to watch” is itself all merely a means of “self-display.” Lieber,
“’Pardon, Monsieur’: Civilization and Civility in Turgenev’s ‘The Execution of Tropmann,”” Slavic
Review, Vol. 66, No. 4 (Winter 2007), 669. See also Robert Louis Jackson, “The Ethics of Vision:
Turgenev’s ‘Execution of Tropmann’ and Dostoevsky’s View of the Matter” in The Poetics of Ivan
Turgenev: Kennan Institute for Advanced Russian Studies, Occasioanl Paper #234 (Washington, DC:
1989), 35.
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omniscient narratives. Ultimately concealing that which it has purportedly set out to reveal, the
sketch aligns omniscience and privileged knowledge with violation, narrative with responsibility,
and vision with violence. This chapter will map out how this constellation of concerns plays out
in Turgenev’s narratives and comes to define the development of his devices of omniscience.
Indeed, the narrator of “Tropmann”—who ends up in a secret place, sees what he also thinks he
ought not have seen, and bears witness by turning away—tehearses the same anxious negative
deontic modal at work behind omniscience itself: an ethically fraught, epistemologically invested
act which must construct the boundaries that it represents itself transgressing, narrative
omniscience renders knowable that which ought not be, in so doing also reifying a boundary—
between private and public, between hidden and legible, between inside and outside, between
mind and body—in the moment of crossing it.?

This chapter will examine the tension that defines what is at stake for omniscience in
Turgenev. The largely effaced narrator of Turgenev’s Sketches of a Hunter [3anicku OXOTHUKA,
1847-74] famously eavesdrops on conversations and spies on faces in order to complete his
sketches of characters. In the process this hunter-narrator lays bare the consequences of
privileged knowledge in Turgenev: knowledge of characters’ interiors requires work that is
marked in some way as a knowing violation, the product of various devices of coincidence,
infelicity, lying, and secret surveillance. His later sketches become even more concerned with
these questions of the private sphere made public, of bodies penetrated by the narrator’s gaze,
and play with the problems only suggested by the earlier works: although the gaze of the limited
first-person narrator has become over time ever more incisive and knowledgeable, the faces and
bodies of those he would read become increasingly less legible.

With this trajectory in mind, I will turn to a close reading of several key scenes in Fathers
and Sons—situated chronologically between Turgenev’s earlier and later sketches—to
demonstrate how this text serves as a middle-ground for Turgenev’s devices of omniscience. The
novel stages a clash of old and new devices for furnishing privileged knowledge that overlaps
with its titular battle of the generations, as various characters take up the task of answering this
chapter’s central question, working hard to penetrate, undress, and reveal the mysterious interior
of the (largely female) mind and body of the other. I will conclude by examining how this
tension—wrapped up in the felt consequences of an increasingly omniscient, increasingly
ethically compromised, increasingly violent gaze— (literally) comes to a head in the case of
“Tropmann,” where the task of obtaining interiority—getting inside the soon-to-be-guillotined
head of a killer—is shot-through with the narrator’s overt concern over the effects of his own
overstepping field of vision.

I1. Negotiating privileged knowledge in the early Sketches of a Hunter

Historian Carlo Ginzburg suggests that the activity of a hunter—which involves
following traces and deciphering tracks, resulting in knowledge “characterized by the ability to
construct from apparently insignificant experimental data a complex reality that could not be
experienced directly”—shares overt sympathies with the very idea of narrative itself,*
particularly that which constructs inner worlds from outer signifiers. Perhaps, he suggests, the
two are causally linked, and the practice of narrative originated first in the lore of hunting.

3 1 borrow this convincing formulation from Audrey Jaffe, Vanishing Points, 6-12.
* Carlo Ginzburg, “Clues: Roots of an Evidential Paradigm,” in Clues, Myths, and the Historical Method,
trans. John & Anne C. Tedeschi (Baltimore: Johns Hopkins UP, 1989), 103.
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In the study of Turgenev’s Sketches of a Hunter, that causal relationship is frequently
invoked, but its direction is questioned: does the drive to hunt result in narrative, or does the
drive to narrate lead to hunting? Does the hunte—whose hobby justifies his visiting many
groups of peasants and landowners across the countryside—emerge as “an individual hunting for
a manner of narrating,” searching for a way of devising “a model of consciousness” as much as
for game®, or is his hunting ancillary to the way his mobility and capacities for listening and
recording consummates the apotheosis of the entire tradition of the nineteenth-century frame
narrative?® These questions metaphorize hunting’s connection to narrating, but also outline the
silhouette of the ethical component of Turgenev’s early cycle of short sketches, which his later
ones will fill in. The strategies that define the narration of this epistemologically invested hunter
move from the outside-in, as he travels around the countryside, a mostly empty vessel figured as
an outside observer, whose main occupation is not hunting, but briefly looking-in on lives,
resulting in a balancing act simultaneously composed “of involvement, participation, and
retirement into a more distant position from which to survey the scene.”” The knowledge
produced by (and narrative resulting from) his looking-in, his surveillance on those often
unaware of their observation, comes wrapped-up in an admission of its status as an ethical
violation. Narrative authority in Turgenev’s early sketches plays out as a contradictory project,
anxious about its own method for penetrating bodies and narrating minds, resulting in a process
of divesting from the devices that underwrite it.

The question of “what is going on inside people” deeply interests and motivates the
hunter-narrator of Turgenev’s Sketches, a cycle of short vignettes first published individually in
the “miscellany” section of the 1847 edition of the thick journal The Contemporary
[CoBpemennuk]. However, his attempts to answer this question, as many readers and scholars
alike have long noted, invariably fall along several lines of unbelievable coincidence. The
narrator is often possessed of impossibly thorough information about his subjects, information
which stands outside the possible realm of his knowledge; in parenthetical asides, the narrator
often comments on his knowledge’s provenance, sometimes justifying its sudden presence. In the
cycle’s first sketch, “Khor and Kalynich” [ Xop u Kansiauuy, 1847], for example, the hunter-
narrator spends some time with unknown peasants, but is possessed of a remarkable amount of
foreknowledge of them, justified by the addition of a relative clause: “as I found out later” [kak
y3Han s no3ne] (4:11).

For a hunter observing and spending his time mostly with strangers, conversations flow
rather well, and his interlocutors often trust him preternaturally with their stories and secrets. The
same unexpected “trust of my new friend” [HoBepeHHOCTH MOETr0 HOBOTO IpuATeN], as he earns
without trying in “District Doctor” [Ve3anslii nekapsp, 1848], does not escape the narrator’s
attention in “Khor and Kalynich”: “and I spent the next three days at Khor’s place. I became
preoccupied with my new acquaintances. I don’t know how I had won their confidence, but the
talked to me without any constraint. It was with pleasure that I listened to them and watched
them” [u cnexytomue Tpu 1HS nposen y Xops. MeHs 3aHuManu HoBble MoU 3HaKoMIbl. He
3HAI0, YEM s 3aCIIy>KWJI UX JOBEPUE, HO OHU HEMPUHYKJIEHHO pa3roBapuBaIy co MHOH] (4:14).

> Elizabeth Cheresh Allen, Beyond Realism: Turgenev’s Poetics of Secular Salvation (Stanford: Stanford
UP, 1992), 143-44.

¢ Somoff, The Imperative of Reliability, 29.

" Sander Brouwer, Character in the Short Prose of Ivan Sergeevich Turgenev (Amsterdam: Rodopi,
1996), 79
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Just as the narrator seems compelled to legitimize narrative information by justifying his
privileged knowledge, so too does he often rely on common knowledge, which abdicates some
level of narrative authority by pulling back, framing “the nature of people” as already evident to
“whoever has happened to travel from Bolkhov province to Zhizdra” (4:7) in the first sketch’s
first line.®

While the narrator also often demonstrates privileged knowledge of character interiority,
he remains self-aware of the limits of his gaze. Such moments are justified by, among other
things, the legibility of thoughts, moods, feelings, and desires on the face and body. The
narrator’s judgement of Khor, for example, as a man who is “aware of his standing in the world,”
is founded on an analysis of how “his speech and his movements were of a measured slowness
and he gave occasional chuckles through his long whiskers,” a judgement further softened by its
opening qualifier of what everything “seemed” to mean [OH, ka3ai0Cch, 4yBCTBOBAJ CBOE
JOCTOMHCTBO, TOBOPWMII U ABUTaics MeanHeHHo| (4:12). The narrator does venture into judging
characters’ internal states; of Khor he later notes, “You’re one who knows his own mind and
keeps a strong rein on his tongue, I said to myself.” [Kpenoxk TbI Ha S3bIK 1 YenOBEK cebe Ha
yme,—unoayma si| (4:13). Much of this judgement, however, is based on his ongoing
surveillance of many characters; the narrator often spies, eavesdrops, or pretends to be asleep,
trying to catch characters unaware, as he does with the boys in “Bezhin Meadow” [bexun myr].

These moves mark narrative authority as a position in need of justification, and privileged
information as the product of vision in need of legitimization, softened in its scope by its framing
as either common or self-evident knowledge. This narrator is already on his way towards the
disembodied third-person heterodiegesis of Turgenev’s later novels; by legitimizing his
knowledge of characters by his secret, unobserved surveillance, the Sketches assert that the most
accurate and telling information about characters comes only when it is as if the narrator is not
there. Such secret surveillance also comes already wrapped-up in an admission of its own status
as an ethical violation, as a crossing of boundaries. The narrative of the Sketches is anxious to
divest itself from a status of privilege, but comes already invested in its own ethical status. This
tension becomes a pendulum swing between professed absence and actual presence, rehearsing
the role of the narrator in the text at large: narrative omniscience in these sketches professes
limitation in the process of exceeding it.

In “My Neighbor Radilov” [Moii cocen Pagunos, 1847], the process of ethically invested
observation and secret surveillance becomes central to the story.” At dinner, the narrator seems to
be listening to Radilov attentively, but is actually spying on Ol’ga “on the sly” [u ykpaakoit
Habmonan 3a Onbroii], intently cataloging all of her observable traits, while simultaneously
divesting himself of any special authority in the matter: “She wasn’t very pretty, but the resolute
and calm expression of her face, her broad, white forehead, thick hair and, in particular, her hazel
eyes, small but intelligent, clear and vivacious, would have struck anyone, no matter who, in my
place” [Ona He oueHb OblIa XOpolIa co0oif; HO PEIUTEIHLHOE U CHOKOHHOE BRIpKEHHE €€ JTUIIA,

¥ Allen points this out as the paradox of this narrative voice, which, despite increasingly developing
autonomy, and “although displaying his personal sensitivity to the peculiarity of language that identify
individual speakers, the narrator shows little confidence in his own, autonomous voice.” Allen, Beyond
Realism, 145.

? My reading will depart from Allen’s analysis of this element of the sketch, which she puts down to the
narrator’s development of autonomy, to his assertion of “his authority as a mediating consciousness in the
transmission of the events portrayed.” Allen, Beyond Realism,146.
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ee MUPOKHiA OeIbIil 100, TYCThIe BOJIOCH U, B 0COOCHHOCTH, Kapue ria3a, HeOOobIIHe, HO
YMHBI€, SICHBIE U )KHBBIE, TOPA3MIIN ObI M BCAKOTO JIpyroro Ha MmoeM mecrte.] (4:56). The
narrator’s judgement of Ol’ga’s looks, expression, hair, and eyes, and the way they speak to her
positive character traits (despite her not being overtly attractive) is immediately undercut by his
insistence that these traits would also have struck “anyone else in his place,” evacuating his own
position of any special authority, while simultaneously performing that very authority.

Of course, “his place”—and its status as a position from which character traits can be
rendered legible—is also a construction of the narrative. He later frames his judgement of
Radilov as another moment of self-evident observation, rather than a matter of his gaze in
particular:

In people who are constantly and strongly preoccupied by one thought or by a single
passion there is always some common feature noticeable, some common likeness in
behavior, no matter how different their qualities, their abilities, their position in society
and their education. The longer I observed Radilov, the more it seemed to me that he
belonged to such a category of person.

B moasX, KOTOPBIX CHIIBHO M MOCTOSIHHO 3aHUMAET O/IHA MBICITh WIIH OJIHA CTPACTh,
3aMETHO YTO-TO 00IIee, KaKOe-TO BHEIIHEE CXOACTBO B 0OpalieHbe, Kak Obl HU OBLIO,
BIIPOYEM, Pa3IIUYHBI MX KaYECTBA, CIIOCOOHOCTH, TIOJIOKEHUE B CBETE U BOCTIUTaHUE. Yem
Oosee s HaOmoan 3a PaaunoBeiM, TeM OoJiee MHE Ka3ajaoCh, 9YTO OH MPUHAICKAT K
YUCITY TaKuX Jtojen. (4:57)

This observation moves from outlining a broad, shared methodology (that common features or
behavioral similarities are noticeable in certain people, and that they correspond to internal
mental states) to a specific identification (asserting that Radilov belongs “to such a category of
person”). In the process the narrator makes knowable the character’s interior (asserting that his
mind is clearly preoccupied by a single, obsessive thought) while also rendering that interior a
mystery in need of deciphering. The mystery of the mind of the other is left visibly secret — an
anxious, liminal position that is neither visible nor secret.

Yet the narrator’s privilege is roundabout, a few lines later constructing Radilov again as
an unknown cypher: “secreted in his eyes, in his smile and in his whole being there was
something extraordinarily attractive — and yet it was secreted. So it seemed you wanted to know
him better and really be friends with him” [B ero B3ope, B y;bI0Ke, BO BCEM €T0 CYILECTBE
Tamnock. Tak, KaKeTcs, M XOTeI0Ch OBl y3HATH €T0 MoTydile, ToaouTh ero] (4:58). The
unknowability (despite the earlier legibility) of the secret interior “inside his entire being” only
drives the narrator to try to get to know this character more—to more doggedly hunt his hidden
game—whose traces he has followed by tracking Radilov’s features.

The rest of the sketch can be read as the history of this tracking, as the narrator recounts a
particular expression he noticed that night, and how he has assigned different meanings to it over
time. As Ol’ga pours tea, the narrator watches “her with greater attention than at dinner” (4:58),
and when Radilov stops talking, he notes that he “looked at him and then at Ol’ga and I’ll never
forget the expression on her face.” [l mocmoTpen Ha Hero, moToM Ha OJbry... BBek MHE He
3a0bITh BeIpakeHUs ee nuna) (4:59). Having left their company, the narrator concludes the
sketch with the information he picks up only later—that Radilov has upped and left with his
sister-in-law, shocking the entire province—which finally gives meaning to that expression
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which he had observed two weeks earlier: “and it was only then that I finally fathomed the look
that had been on Ol’ga’s face during Radilov’s story. It hadn’t just been a look of compassion; it
had been a look burning with envy.” [1 51 TOIBKO TOT1a OKOHYATEIILHO MOHSJ BBIPAKCHUE
Oupruna nuua Bo BpeMs pacckasza Paaunosa. He onHuM cocTpasaHieM IbIIIAI0 OHO TOTAA; OHO
MbLTANT0 Takke peBHOCTHIO | (4:60). The devices of narrative omniscience at work in “My
Neighbor Radilov” furnish privileged knowledge that is at once gathered “on the sly,” yet is also
purportedly self-evident, from characters whose faces are legible, yet whose corresponding
interiors are also meant to be mysterious, by a narrator who disavows any special authority, in
the very process of exercising it.

This preoccupation with looks, eavesdropping, and spying is, of course, nothing new for
first-person narrators: in Genette’s terminology, assumptions based on the observation of the
readily visible often index the limitations of homodiegetic narrative voices, whose narration is
peppered with commentary justifying their sometimes-illicit knowledge.!? As Victoria Somoff
has convincingly demonstrated,!! these strategies are particularly on display in Turgenev’s
Sketches, which redraw the reader’s attention to way narrative negotiates seemingly paradoxical
tensions of limitation and authority, of presence and absence, of legibility and illegibility.!? They
also cast a spotlight on how these narratives are invested in their own ethics, in how they cross

19 Gerard Genette, Narrative Discourse: An Essay in Method, trans. J. E. Lewin (Ithaca: Cornell UP,
1983), 77.

' Although it is mostly a chronological outlier for the boundaries (1820-50) of her work, Somoff locates
Turgenev’s Sketches within her study of the development of the “reliability imperative” in the nineteenth
century Russian novelistic form. She demonstrates that early Russian novelists “experienced their
authority in presenting character’s inner life as problematic and in need of justification,” often employing
“documentary” material or attempting to catch character’s unaware. Somoff, The Imperative of
Reliability, 9. Characters’ minds only become uncomplicatedly transparent, she argues, “due to the
architectonics of the authorial position established in realist discourse,” leaving the earlier lack of inside
views a problem of the “external vantage point, whose domain is the hearing of character soliloquies and
the observing of their ‘telling gestures.’” Somoff, The Imperative of Reliability, 109-113. The narrator of
the sketches, as noted above, is empowered to narrate privileged information only thanks to his ability to
fall asleep and wake up at the right times, after which he overhears and faithfully records confessions.
Ibid., 115-116.

2 The particular suitability of Turgenev’s effaced-yet-present, distant-yet-intimate hunter-narrator to this
task has long been the subject of scholarly concern. Steven Brett Shaklan suggests an ethical investment
at work behind Turgenev’s “early preference for first-person narration,” which distances himself “from
his literary inheritance by placing that language in the mouth of an ‘other.”” Shaklan, “’So Many Foreign
and Useless Words!’: Ivan Turgenev’s Poetics of Negation,” in Turgenev: Art, Ideology and Legacy, ed.
Robert Reid & Joe Andrew (New York: Rodopi, 2010), 41. Elizabeth Cheresh Allen asserts that the
“narratorial authority” Turgenev tries out in the Sketches is a mode of power indexed by his increased
effectiveness in “signaling extensive complexities beneath simple surface appearances.” Allen, Beyond
Realism, 147. Justin Weir points out the “modulating narrative distance” in the Sketches, a constant
forming and breaking of frames that signposts Turgenev’s “commitment to examining and representing
aesthetic communication as such.” Weir, “Turgenev as Institution: Sketches from a Hunter’s Album in
Tolstoi’s Early Aesthetics” in Turgenev: Art, Ideology, and Legacy, op. cit., 226. In a series of convincing
close readings of the sketches, Sander Brouwer asserts that the hunter-narrator serves as a perfect device
for crossing boundaries and observing, giving shape to the “narratorial position from which nature could
be described simultaneously from within, as it is in itself, as well as from a distance.” Brouwer,
Character, 85-93.
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boundaries, ever reminding us of the centrality of spying, eavesdropping, and secret, unobserved
observation.

In his history of the development of the form, M. M. Bakhtin suggests that such concerns
are symptomatic of novelistic narrative at large, since the private life is “by its very nature and as
opposed to public life, closed. In essence one could only spy and eavesdrop on it. The literature
of private life is essentially a literature of snooping about, of overhearing ‘how others live.””!3
This leaves narrative as the center of contradiction, insofar as it is the site of the public opening
of this closed, private space, as well as the means by which the private is constructed as such.
Novelists, argues Peter Brooks, are acutely aware of this tension between public and private, as
they thematize “the struggle of privacy and its invasions, in turn making the novel of private life
increasingly also the novel of the individual’s body.”'* As they redraw attention to this central
tension—by way of the conflicting but simultaneous poles of observer and participant, public
and private, mind and body—Turgenev’s early Sketches also trace out an essentially ethical
poetics of violation and transgression. !>

I1I. “A nmouem 3HaTBL?” — Crises of reading in later additions to the Sketches

Although the narrator of the Sketches participates in a self-aware project of surveillance,
looking-in “on the sly,” marking privileged knowledge as a knowing violation, his face-reading
also denies a higher level of authority by begging off any special ability: his observations, he
maintains, would be self-evident to anyone in his position. The formal concerns mapped out by
these early sketches—which take the shape of a tension between observer and observed, between
self-effacement and self-assertion, between absence and presence—inform the content of
Turgenev’s later additions to the cycle, in which faces become harder to read, minds more
difficult to penetrate.

In “The Clatter of Wheels” [Ctyuur!, 1874], the narrator who once spied with ease now
finds himself unable to read other characters by their faces, potentially the victim of men whose
identity—and secret intentions—he cannot verify. As his driver remarks, in what might be taken
as the summation of the entire ethical epistemology of Turgenev’s later sketches: “How’s that to
be known? Do you think it’s possible to get inside another’s soul? Another’s soul is a mystery.
It’s always best to be on God’s side.” [A mouem 3HaTh? B uyKyro aymry pa3se Biesemb? Uyxas
Jylia — U3BECTHO — MoTeMKH. A ¢ 6orom-to 3aBcerna nyuiie] (4:380). The visibly hidden (yet
still legible) secrets of Radilov’s mind, which so motivated the earlier narrator to know him

'3 Bakhtin, “Forms of Time and Chronotope in the Novel,” in The Dialogic Imagination: Four Essays by
M. M. Bakhtin, ed. M. Holquist, trans. C. Emerson & M. Holquist (Austin: U of Texas P, 1981), 123.

'4 Peter Brooks, Body Works: Objects of Desire in Modern Narrative (Cambridge, MA: Harvard UP,
1993), 32-33.

' Irene Masing-Delic investigates these concerns as they manifest in Turgenev’s short fiction as “the
motif of crossing the borders from conventional reality to the realm of the forbidden and hidden,” noting
how his narrative overlaps with a “penetrating” movement into hidden space that redraw our attention to
the essential difference between those experiencing and those observing life. Masing-Delic, “Hidden
Spaces in Turgenev’s Short Prose: What They Conceal and What They Show,” in Turgenev: Art,
Ideology, and Legacy, op. cit., 25. Masing-Delic further links the “spatial-thematic opposition” between
these spaces with the aesthetic project of Turgenev’s short narratives, in one case turning his story into
“the tale about the ‘indecency’ of the artist who is willing to violate all boundaries, penetrate into the
most secret recesses of private life, wrench the hidden out of its hiding place — because he is compelled to
complete his story.” Ibid., 29.
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better, now carry potentially fatal risks for the narrator of the later sketches. The stakes get ever
higher, as narrative-ethical problems become invested with ever greater consequences.

The late additions to Sketches of a Hunter—added thirty years after the publication of the
first sketches—are deeply concerned with the transgression of bodily boundaries, and the
possibilities and conventions of knowledge thereby obtained.'® When invited to contribute to a
collection to help peasants suffering from starvation in the Samarskaia guberniia in 1873,
Turgenev turned to “The Living Relic” [2Kubie momm, 1874], an incomplete sketch he had
found (alongside “The Clatter of Wheels”) in a notebook from the 1850s, which was published
with the subtitle “An excerpt from the Notes of a Hunter” [0TpbIBOK 13 3alHCOK OXOTHHKA].

The narrator, rained-out while hunting with his faithful servant Ermolai, happens upon a
nearby family estate and comes across the titular “living relic,” Luker’ia, a once-beautiful
maidservant from his childhood home, now left crippled and immobile after an accident. Her
subsequent years of deterioration (although she is not yet thirty) have not only nearly erased her
facial features, but have also left her body nearly unrecognizably human, as the narrator wonders
upon first seeing her: “Before me lay a living human creature, but what was it?”” [Ilepeno MHOIO
JIEKAJI0 KUBOE YEIIOBEYECKOE CYIIECTBO, HO 4TO 3TO ObLTO Takoe?] (4:354). His narrative entirely
dehumanizes her: her face and hands are “bronzed,” like an icon, her fingers are “little sticks,”
her nose is “as thin as a knife blade.” Upon closer inspection, however, he sees deeper beauty in
her face, and notices “that a smile was striving to appear on it, to cross its metallic cheeks — was
striving and yet could not spread” [1 Tem cTpariHee KakeTcss MHE 3TO JIMLIO, YTO 110 HEM, 110
METAJUIMYECKUM €T0 IIEKaM, S BUKY — CHJIMTCS... CHIIUTCS U HE MOKET PacILIBITHCS YIbIOKA. |
(4:354). Here the order of signification from the earlier sketches is reversed, as the privileged
narrator—who can discern that a smile is attempting (but remains as yet unable) to spread itself
across the withered, illegible face with its nonexistent lips—treads into a character’s interior state
before (or even in spite of) the signs by which it is indexed: he is aware of her smile before it
exists. The narrator’s prior inability to properly contextualize Ol’ga’s expression, or to truly
know Radilov’s interior, is here replaced with a preternatural ability to narrate interior states
regardless of the traces they leave.

Luker’ia tells the narrator her story, and a back-and-forth dialogue follows, during which
the narrator asks brief questions, to which Luker’ia provides long answers. The narrator finds
most remarkable that she tells her entire sad tale of lost love, beauty, youth, and health without a
complaining and without “fishing for sympathy” (4:355), reading into her intentions. He learns
that she does not eat, sleep, move, think, or even remember, but rather lies alone, looking out the
window, sometimes entertained by birds (until they were shot by local hunters). She is, in effect,
the pathetic, doubled opposite of the narrator, whom she even chastises for his hunting. Unable
to move, to record, or to remember, she can only observe—but she sees nothing, and meets no

' As she demonstrates with a convincing reading of “The End of Chertopkhanov” [Korelr
Yepronxanosa], another late addition to the cycle, Victoria Somoff takes the newfound concerns of
Turgenev’s later sketches to be a byproduct of his success with the novelistic form, as in the gap between
the early Sketches and the later additions he has already worked-through mastering the representation of
figural consciousness. Somoff, Imperative of Reliability, 131. Somoff postulates that this discrepancy
accounts for moments in the late sketches that “let slip” the heretofore unseen “capacity for novelistic
presentation of character interiority.” Ibid., 116. I would add to this compelling reading that the late
sketches represent a heightening, and not a sudden appearance, of concerns already evident in the
narrative of the earlier Sketches, that are also worked-through in Fathers and Sons.
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one new.!” Her only real narratable experiences are her three dreams, which she recounts to the
narrator (a fourth was excised from the final version of the story), in which she meets Christ, her
parents, and goes on a pilgrimage. The narrator’s stories, by contrast, have of course been those
of other people, and never those of his own psychological state or interior.

Although Luker’ia has seen several doctors, they have been unable to diagnose her
sickness, and have only hurt her more with their attempts at treatment; nonetheless, the narrator
is deeply affected by what he has seen, and suggests he take Luker’ia once again to see a doctor,
to which she scoffs “who can really help another? Who can enter into their soul?” [da, 6apus,
MUWJIBIH, KTO Apyromy nomouyb Moxxket? Kto emy B nymry Boiiner?] (4:359). Taken as a rehearsal
of the concerns central to Turgenev’s performance of ethically invested narrative omniscience,
this question might not be rhetorical; ventriloquizing through Luker’ia, the question appears even
to ask “who can enter another’s soul?” of the very narrator who has been empowered to represent
figural consciousness by doing just that.

The sketch’s conclusion continues this thread, as the narrator exceeds the boundaries of
his possible knowledge in a brief coda, in which he reports Luker’ia’s death a few weeks later.
He notes that “they said” that on her deathbed she heard a bell ringing, which she thought came
“from above,” and not from a nearby church, probably meaning—but crucially not saying—that
she meant “from heaven” (4:365). The sketch ultimately addresses Luker’ia’s question; although
the narrator has not helped her, he has certainly attempted to enter (and represent) her soul.

“The Clatter of Wheels,” the last of the 1874 additions to the Sketches cycle, picks up on
Luker’ia’s question—indeed, the character of Filofei even repeats it nearly verbatim'®*—but
addresses it as a problem not of empathy, but of physical danger, turning the tables on the face-
reading narrator.

Having run out of lead shot for his gun, the narrator sets off to a larger town to get some
more in a farantass driven by Filofei, a possibly unreliable local hire. The narrator falls asleep,
but is woken by a nervous Filofei, whose anxious exclamation titles the sketch: “Cryunt!” he
bemoans (4:374), explaining that “it’s a cart on its way, traveling light, with iron-shod wheels,” a
sign that “there’s bad people travelling in it, master. Hereabouts, around Tula, there’s many
people up to no good” [Tenera kaTur... HalIerKue, Kojeca KOBaHbIE, -- POMOJIBHIII OH U
no00paj BOXIKH, -- DT0, OapuH, HeAOObIpe JIIOIU €aYT; 371eCh Beb, o Tyioi,
mansr...MHOr0. ] (4:374). The narrator at first dismisses Filofei’s story as nonsense, but is unable
to fall back asleep, and, as the night grows darker and mistier, starts to wonder if Filofei might be
right (4:375). Soon convinced that “Filofei can’t be mistaken!” (4:376), and that the character of
these men might be determined by such an otherwise innocuous signifier, the narrator soon hears
the ominous sound again, this time obviously gaining ground behind them. After a short chase,
the cart—clearly full of drunks—catches up to them, and then blocks their passage, “exactly like
robbers,” whispers Filofei (4:377), whose competing narrative is gaining traction with the
sketch’s narrator, who is otherwise unable to read the intentions of these illegible antagonists.

'7 Allen points to this moment of doubling as a paradox of psychological individuation brought on in spite
of physical immobility, as her “illness, while physically debilitating, has brought Luker’ia exemplary self-
awareness and self-reliance,” in contradistinction to the narrator’s constant, defining mobility but absent
interiority. Allen, Beyond Realism, 193.

'8 Noting this repetition, Dale Peterson argues that this phrase leaves the sketch an ambiguous tale about
misreading signs and false alarms. See Peterson, “The Completion of 4 Sportsman’s Sketches:
Turgenev’s Parting Word,” in The Poetics of Ivan Turgenev, op. cit., 59-62.
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When the cart ahead stops by a bridge and flags them down, a “giant” approaches their
carriage and asks for some money to get a drink, which flummoxes the narrator, who had earlier
plotted out just how this figure might attack him, imagining being hit with an axe, or choked
with a “dirty piece of rope” before being tossed into a ditch (4:377). However, once the moon
breaks through the mist and illuminates the giant’s face, the narrator is at last able to read it: “At
that moment the moon broke through the mist and lit up his face. It wore a grin, the face did, a
grin of the eyes and lips. But there was nothing threatening to be discerned in it, except that it
seemed to be literally on its guard, and the man’s teeth were so large and white...” [B camsbrit
ATOT MUT MECSI] BBIOpaAJICA U3 TyMaHa U OCBETHII eMy JIUI0. OHO YXMBUISIIOCH, 3TO JIMIIO — U
rj1a3aMi U Ty0aMu. A yrpo3bl Ha HEM HE BHJIATh... TOJIBKO CJIOBHO BCE OHO HACTOPOXKHUIIOCH... U
3yObI Takue Oemnbie qa 6onbiiue...] (4:378-379). In the end, the narrator and Filofei continue on
their journey, shaken but unharmed; however, when recounting their story to Ermolai, the
narrator later learns that on the same road that night, a merchant had been robbed and killed,
possibly by the same drunks he and Filofei encountered (4:381).

The sketch bears out Filofei’s reasoning. When the narrator asks him why he wasn’t
afraid during their encounter, Filofei responds that it was impossible to have known if they were
really robbers anyway: “How’s that to be known? Do you think it’s possible to get inside
another’s soul? Another’s soul is a mystery. It’s always best to be on God’s side.” [A mouem
3HaTh? B uyxyro qyury passe Biesems? Uyxast qyiia — U3BECTHO — MOTEMKH. A ¢ 60roM-To
3aBcerna syure] (4:380). Indeed, they may or may not have been the same men, and even the
sudden legibility of the giant drunk’s face does not conclusively reveal his character to the
narrator, who is normally adept at entering souls this way. In both of these late sketches, the
narrator is made impotent; both even feature his inability to Aunt (having been rained out in one
sketch, and having run out of ammunition in the other) alongside his inability to accurately read
the other. In so doing, the sketches map out the “surprisingly complex coexistence of
contradictory signs,”!® playing with the ambiguity suggested by its narrator’s sudden crisis of
reading, leaving the reader equally uncertain as to the authority of the narrator’s ability to render
minds legible. Filofei’s question maps out the stakes of the narrator’s authority: who is
empowered to enter into the soul of another, when faces—and the interiors they point to—are
rendered illegible?

With these crises of reading, from the living relic’s dehumanized body to the giant
drunk’s moonlit face, Turgenev’s late sketches problematize the anxious authority of his earlier
narrator, casting doubt on the devices of narrative omniscience that inform his reading of faces to
read the minds of the other. These late sketches delay and question the narrator’s ability to know
what is going on inside someone, investing his position of authority with ever greater
consequences. Such crises of reading—tied together by the question common to both “Living
Relic” and “The Clatter of Wheels”—draw attention to the authority of Turgenev’s narrator’s
gaze, casting doubt on his ability to cross boundaries, to penetrate character interiority, and to
make public the private.

IV. “Jla nocmoTpo, 4TO Y Hee TaM BHYTpH Jesaercs” — Privilege in Fathers & Sons
Fathers and Sons [Otupl u neryu, 1862] occupies a middle-ground between Turgenev’s
earlier narratives (that profess limitation in the process of exceeding it) and his later sketches
(that model crises of reading). The novel’s particular mode of narrative omniscience draws
attention to its own stakes and consequences, casting the privilege of a privileged field of vision

" Ibid., 58.
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as a problem of narrative authority. In many ways, the fraught question of “what is going on
inside this person?” becomes the central question of the novel, as it not only patterns the
behavior of the characters (who are driven to know and possess each other), but also gives shape
to the narrative voice, which oscillates between privilege and limitation, here revealing
characters’ inner states, there leaving them obscured. This oscillation repeats the contradictory
side-stepping of Turgenev’s earlier sketches, which transgress amidst an allocution about their
transgression, begging off authority in the moment of acting on it.

In Fathers and Sons, however, characters also participate in the same structures of
surveillance and secret observation that so defined Turgenev’s earlier narrators. Aware of the
conventions of face-reading, and of the possibility of gaining secret, inside-views of each other,
the novel’s characters are deeply invested in uncovering the same information that the narrator
possesses. While some eavesdrop from afar and read faces on the sly, others long for a more
authoritative and incisive instrument for revealing interiority. In the end, the novel stages a
confrontation between different devices of narrative omniscience that overlaps with its titular
battle of the generations. This confrontation plays out on the stage of the novel’s love plot, as
success in romance becomes inextricably tied up with attending to the body (as well as rendering
knowable the unknown inner workings of the mind) of the other. As a result, the novel draws
attention to the ethical stakes of the erotic, epistemologically invested gaze of its own narrative
voice.

The novel’s narrative voice is from the start defined by a swing between limitation and
privilege, here revealing the inner secrets of characters’ minds, there defaulting to reporting only
the visible.?’ The opening scene—in which Nikolai Petrovich Kirsanov awaits, along with his
servant Petr, the return of his son Arkady from university—reveals this swing at work: characters
are introduced first and foremost visually, making the representation of their minds and desires
again the usual Turgenevian work of face-reading. The narrative gaze that performs this work,
however, oscillates wildly in its reach, at times suddenly withdrawing from characters whose
feelings and thoughts had recently been easily made known. Petr is introduced via a list of telling
signs that reveal his innermost characteristics, as everything about him, “the turquoise ring in his
ear, the styled, multicolored hair, ingratiating movements, in a word, everything—proclaimed
him to be a man of the new, advanced generation” [u 6upro30oBas cepexka B yxe, u
HarlOMa)kKeHHBIE PAa3HOIIBETHIHE BOJIOCHI, U YUTHUBBIEC TEJIOABWKEHHES, CIIOBOM, BCE N300, 1MYaIIO0
4ellioBeKa HOBEHIero, ycorepueHcTBOBaHHOTO TokoieHus | (8:195). The narrative then breaks
off to dive deeply into Nikolai Petrovich’s background, upbringing, and life in minute detail,

29V, M. Markovich provides a detailed analysis of the «aeonpenenenrocts» of Turgenev’s novelistic
narrators, who change their makeup frequently, here only guessing as to the inner workings of characters’
minds, there narrating them directly and easily. Markovich, Chelovek v romanakh I. S. Turgeneva (L:
Izd’stvo Leningradskogo Universiteta, 1975), 11-15. The “depth of psychological analysis,” however, is
not determined by the “openness” of the character, as we may read in short order of the “deep” yet
unexplored thoughts of Nikolai Petrovich, the impenetrable memories of Petr Petrovich, and the easily
mapped-out reverie of Arkady. Ibid., 16-18. Here I also depart from Wasiolek, who, adopting the classic
Jamesian distinction, argues that Turgenev shows rather than tells “the inside of a character,” preferring
instead to let characters “reveal their essential selves by what they say and do.” See Wasiolek, Fathers
and Sons: Russia at the Cross-roads (New York: Twayne, 1993), 52. For a list of other scholarship that is
concerned with how Turgenev negotiates between superficial expression and internal motivations, see
David Lowe, Turgenev’s Fathers and Sons (Ann Arbor: Ardis, 1983), 29-31.
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before, upon returning to the present, withdrawing once more, now relaying without
confirmation either way that Petr “out of a sense of propriety, or perhaps because he didn’t want
to remain under his master’s eye, had gone to the gate and lit his pipe” [u3 uyBcTBa mpunnuus, a
MOJKET OBITh, M HE KeJlasi OCTAThCS MO OAPCKUM TITIa30M, 3aIllell 0] BOPOTa U 3aKpui TPYOKY. ]
(8:198).

The pulled-back uncertainty of this statement is immediately followed by the novel’s first
instance of close-up interiority, as we learn that “Nikolai Petrovich fell into a reverie”
[3ameurancs Ham Huxonait [lerpoBud], and then read—in quoted, reported speech—the content
and flow of this thoughts (8:198-99). Upon Arkady’s arrival, the narrative pulls back once more,
as we learn not of the feelings and thoughts of the reunited father and son, but of what their
expressions seem to suggest: “Nikolai Petrovich seemed far more excited than his son; he
seemed a little bewildered, a little timid” [Huxonaii [leTpoBuu kazascs ropasio BCTPEBOXKEHHEE
CBOETO ChIHA; OH CJIOBHO MOTEPSIICS HEMHOTO, CIoBHO pobern.] (8:199). Visual clues are threaded
throughout the narrative, yet the narrator’s gaze also exceeds them without relying on them;
while the reader is often trained to “read” what is going on inside characters, this information is
superseded by privileged inside-views anyway. During the conversation between Arkady and his
father about the potentially awkward nature of his relationship with Fenichka, we learn that
Nikolai Petrovich rubs his forehead and eyebrows, which is “always an indication with him of
inward embarrassment” [moTupas 100 1 OpOBU PYKOIO, YTO Y HETO BCErla CIY>KUIIO MPU3HAKOM
BHyTpeHHero cmyieHus| (8:203), yet this sign next appears in a scene composed entirely of
privileged inside-views, during which we learn what secret feelings flood both Arkady’s and
Nikolai Petrovich’s hearts, without the intervening step of first reading faces or gestures (8:204).

The oscillating focalization of the novel’s narrative mixes the self-professedly limited
narrator of Turgenev’s Sketches with the reach and privilege of narrative omniscience. Others
have explained away this oscillation in scope as simply the result of shifting focalization, always
presumably grounded in one character’s perspective or another; however, these moments of
subtle yet sudden swinging between interior and exterior are, as we have seen, marked by their
distinct privilege, as they confidently relay everything from Arkady’s secret feelings to what
certain gestures “always” mean for his father.?! The novel draws attention to the way it
negotiates shifts between, on the one hand, representing intimate information via a direct and
penetrating gaze, and on the other, a withdrawal to a more distant perspective, commenting on
appearances and making guesses.

This negotiation tactfully withdraws from privilege in the moment of acting on it; it takes
the shape of an omniscience that denies its own authority, as we see in the scenes immediately
following Bazarov’s arrival at the Kirsanov household. After supper, we check in with each
character, learning of the “great happiness” that has come over Arkady thanks to his
homecoming (8:210) as well as of the “deep thoughts” that occupy Nikolai Petrovich’s mind
(8:211). We are, however, left in the dark about Pavel Petrovich, who we see sitting by a

2! Citing V. M. Markovich’s study, Sander Brouwer argues that, while “these oscillations between a
position that resembles that of a real life observer on the one hand and that of an all-knowing and all-
seeing viewpoint on the other seem to contradict and mutually exclude each other,” they are actually flip-
sides of the same position, as nowhere “does the narrator exceed the limits life sets to a ‘real life’
observer, whose evaluation is necessarily subjective.” See Brouwer, Character, 42, and Markovich,
Chelovek, 8-23. 1 would qualify Brouwer’s conclusion by noting the novel’s intense focus on looking,
seeing, and knowing as a problem; the overlap between knowledge within and knowledge about the
diegetic world is ultimately, as I will argue below, one of the novel’s primary concerns.
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fireplace, thinking: “God only knows where his thoughts wandered, but they did not wander only
into the past; the expression of his face was concentrated and surly, which does not happen when
a man is absorbed solely in recollection” [Bor 3HaeT, rie OpoAUIN €T0 MBICIIH, HO HE B OJTHOM
TOJIBKO TPOLIE/IIeM OPOIMIIN OHU: BBIPAKEHHE €T0 JIUIAa ObLIIO COCPEOTOYCHHO U YTPIOMO,
4ero He ObIBAacT, KOrJa YelIOBEK 3aHAT oJHUMH BocniomuHaHusaMu. | (8:211). Like Radilov’s
mind, Pavel Petrovich’s thoughts are at once hidden and legible; their form is visible, but their
content a mystery. Although the narrative voice here appears to step back from a position of
privileged surveillance, peeking in the bedrooms of everyone in the house yet not unveiling
Pavel’s hidden interior, it still reveals what it purports to obfuscate, confidently reporting on
where Pavel’s thoughts surely must be going.

Such moments are threaded throughout the novel: characters’ minds are here visible,
there obscured (yet still inherently legible). With them, the narrative draws our attention to the
inherent contradiction at work behind the limitations it professes amidst the privilege it acts on.
After seeing his brother with Fenichka and their baby, for example, Pavel Petrovich retires to his
room and seems to grow despondent. We are not granted interiority at this moment, but rather
read: “Whether he wanted to hide from the very walls that which was reflected in his face, or for
some other reason, he got up, drew the heavy window curtains, and again threw himself on the
sofa” [3axoTen 1 OH CKPBITh OT CAMBIX CTEH, YTO Y HETO MPOUCXOANIO Ha JIHILIE, I10 IPYTroi Ju
KaKOH MpUYMHE, TOJIBKO OH BCTAJ, OTCTETHYJ TsKeIble 3aHaBECKU OKOH U OISATh OpOCHIICs Ha
nuBaH.] (8:233). With his face concealed and the heavy curtain closed, so too does the final word
on Pavel Petrovich’s feelings appear to be left open.

When his face is made visible, however, Pavel Petrovich’s interior is rendered legible by
an undeniably privileged gaze that far exceeds the limits of face-reading, anyway. After he soon
thereafter passes his brother outside, Pavel Petrovich grows thoughtful and raises up his eyes,
“but nothing was reflected in his beautiful dark eyes except the light of the stars. He was not
born a romantic, and his fastidiously dry and sensuous soul, with its French tinge of misanthropy,
was not capable of dreaming” [Ho B ero nmpekpacHbIX TEMHBIX TJa3aX HE OTPA3UIOCh HUYETO,
KpoMme cBeTa 3Be3/1. OH He ObLI pOXKACH POMAHTUKOM, U HE yMeJla MEUTaTh €ro HIETOIbCKH-
cyxas U CTpacTHasi, Ha (paHIly3KCHi JaJ MuU3aHTponudeckas ayima.] (8:252). Face-reading, here
unfettered by a closed curtain or a turn to the wall, is superseded by a direct penetration into
Pavel Petrovich’s soul. The narrative voice (who elsewhere parses gestures, eyes, looks, and
glances in order to represent minds) is invested with the scope of what “God only knows”
moments after decrying its unknowability.

In making visible the antinomies of the work of omniscience—here professing limitation
and defaulting before God’s knowledge, there providing an incisive, Godlike inside-view with
ease—the novel draws attention to the scope and limits of the characters’ knowledge, as well.
Indeed, they are as invested as the narrator in finding out what is going on inside each other. To
that end, we frequently see characters seeing each other, ever in search of a more revelatory, a
more authoritative gaze. They participate in the same devices of surveillance, the same “ways of
knowing” their world, that the narrator employs to represent it.

Arkady has brought home with him his dear new friend from university, Evgenii
Bazarov, an aspiring doctor. After the revelation at dinner that Bazarov is a nihilist, Arkady
reverts to the epistemological mode of the narrator of “My Neighbor Radilov,” trying to catch
others out, watching them on the sly, and noting their reactions: “The two brothers looked at him
in silence, while Arkady stealthily watched first his father and then his uncle” [O6a 6pata momua
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IJIA/IENM HA HET0, a ApKaauil yKpaaKoii IIocMaTpUBai TO Ha OTIa, To Ha as1110] (8:218).22 We are

similarly later introduced to Anna Sergeevna Odintsova not visually, but by way of the visual;
before any information about her figure or character are detailed, we first trace the effects her
entry at the ball has had on the expressions of those observing her: “Suddenly his face changed,
and turning to Arkady, he said, with some show of embarrassment it seemed, ‘Odintsova is
here!”” [Bapyr nuiio ero n3aMeHHIOCh U, 00EpHYBIINCH K APKaIuIo0, OH, KaK Obl C CMYyILICHHEM,
nporopopuil: «OnuHIOBa npuexanay.| (8:265).

The novel’s focus on the observation of observation draws attention to the means by
which privileged information is made knowable, both within as well as about the diegetic world.
Characters are as interested as the narrative voice in the stakes of omniscience, in the effects of
parsing looks and glances; they are aware of face-reading as a point of privileged access, and act
accordingly. The act of catching other characters unaware by eavesdropping—the standby of the
hunter-narrator of the Sketches—becomes a frequent method for transferring privileged
knowledge amongst characters in Fathers and Sons. Walking out in his garden, Nikolai
Petrovich overhears Arkady and Bazarov talking about him, and fears (accurately) that what he
has heard serves as evidence that he is losing touch with his son (8:238). This overheard
conversation, as well as hearing Bazarov and Arkady speak of nihilism soon thereafter, prompts
Nikolai Petrovich finally to realize “the distance between him and his son; he foresaw that every
day it would grow wider and wider” [BriepBbie OH SICHO CO3HA CBOE pa3beIUHEHHUE C CBIHOM; OH
IPEAIyBCTBOBAI, YTO C KAXKIBIM JIHEM OHO OY/IET CTAHOBUTHLCS BCE OoJibIne U Oonbie] (8:249).2
Likewise, the duel that leaves Pavel Petrovich wounded is prompted by his eavesdropping on
Bazarov and Fenichka in the same garden (8:345-46); later, Katya’s acceptance of Arkady’s
marriage proposal comes immediately after the pair eavesdrop on Bazarov and Odintsova
walking through her own garden (8:376-77).

Such moments of eavesdropping and spying are employed not just as an easy device for
contrived coincidence, however; they also serve as a successful method of getting at the truth.
Arkady and Katya’s behavior changes demonstrably when they are aware they are being
observed, particularly by Odintsova (8:285-86); meanwhile, the peasants working at Marino, the
Kirasnov estate, only act like they are busy working when they are certain they are being
observed, as of the estate’s overseer we read: “When he caught sight of Nikolai Petrovich in the
distance, he would fling a stick at a passing pig or threaten a half-naked urchin to show his zeal,
but the rest of the time he was generally asleep” [3aBuns usnanu Hukonas IlerpoBuya, oH,
4TOOBI 3asIBUTH CBOE PBEHUE, OpOcall IENKOi B MPOOEraBIero MUMO MOPOCEHKA MIIN TPO3UIICS
MOJIyHAaroMy MaJIbYMIIKe, a BIpoueM, Oosnblie Beé crad.] (8:336-37).

Characters attempt not only to gain a privileged surplus of vision over each other, to learn
what is going on inside the other by reading faces, but also to limit their own exposure, and to
control their own susceptibility to such means of surveillance. Arkady, for example, responds
“lazily” to Bazarov’s suggestion that the two return to his father’s house, but does so only as an

22 As Victor Ripp notes, the stakes of the conversation at this dinner-table confrontation, despite seeming
ideological, are also entirely psychological, as it is Bazarov’s incisive gaze and “ability fully to
comprehend Pavel’s attitude that gives him the upper hand.” Ripp, Turgenev’s Russia (Ithaca: Cornell
UP, 1980), 193.

 As Patrick Waddington notes, this scene of eavesdropping appears even in the earliest drafts of the
novel from 1860, in which the broadest strokes of dates, names, and personalities are sketched out.
Waddington, “Turgenev’s Sketches for ‘Ottsy i dety (Fathers and Sons),”” New Zealand Slavic Journal
(1984), 71.
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evasive tactic, for “in his heart he was highly delighted with his friend’s suggestion, but he
thought it a duty to conceal his feeling” [On B ay1ie oueHb 00paoBaICs MPEATOKEHUIO CBOETO
NPUATEINA, HO TIOYeN 00s13aHHOCTHIO CKPBITh CBOE UyBCTBO.] (8:252). Back at the Bazarovs’,
Bazarov’s father, despite pulling his emotional wife off of their son, is also “obviously trying to
control himself and appear almost indifferent” to their return [Ho 0H, BUIUMO, *Kenan MOOEAUTh
ceOst 1 Ka3aThbes UyTh He paBHOAYIIHBIM. | (8:309). Several tiers of surveillance are tranched
together in these moments; while Bazarov’s father and Arkady successfully mask their faces to
hide their true emotions from the gazes of other observant characters, their secrets are still
obviously rendered legible by the narrator’s own undeniably privileged gaze.

The characters knowingly participate in a system of surveillance, which defines the limits
of privilege and underwrites the transfer and unveiling of knowledge both within and about the
diegetic world. These devices of spying, of reading each other “on the sly,” culminate in what
the novel terms fabrication [counnenue], the fictionalization of false narratives, used by
characters to catch out the supposedly true (but as-yet unspoken) feelings of their listeners by
testing their reactions to the fabrications of the story-teller. We read that Bazarov announces his
sudden departure to Anna Sergeevna “with no idea of putting her to the test, of seeing what
would come of it; he never fabricated” [bazapoB oOBsIBHII €1 0 CBOEM OTBHE3/I€ HE C MBICITUIO
UCIBITATh €€, IOCMOTPTh, YTO U3 ATOTO BBIAET: OH HUKOT/Ia He «counHs. | (8:288). Arkady,
however, does fabricate, and counters Bazarov’s announcement with one of his own, testing
Bazarov’s reaction in the process: “”Why doesn’t he ask me why I am going, and just as
suddenly as he?’ thought Arkady. ‘In reality, why am I going, and why is he going?’” [«3auem
K€ OH MEHS He CIpaIlnaBeT, mouemy s exy? W Tak »e BHe3arHo, Kak U OH? — IOAyMal
Apxkanuii. — B camom fene, 3aueM s ey, u 3aueM oH enetr?»] (8:303). In this way, the narrative
unites eavesdropping with authorship, spying with narrativizing.

Characters participate in a system of surveillance that suffuses the diegetic world; two-
thirds of the novel’s major characters eavesdrop on someone at some point, and most are at least
always reading each other’s faces, if not also actively attempting to subvert the attempts of other
characters to “face-read” them back. Characters are invested in asserting ever higher levels of
narrative control over each other, authoring narratives to gain insight to the true but hidden
feelings of others. The devices that enable them to learn what is going on inside each other
overlap with their desire to control what is in turn knowable about themselves. The gaze in
Fathers and Sons, be it the narrator’s or the character’s, is highly fraught.?*

This aggressive focus on the limits and conditions for rendering others knowable, for
making minds legible, makes it all the more significant that Bazarov at first appears to be the
only exception to the rule. As many readers and scholars alike have noticed, the novel very rarely
gives away the inner workings of Bazarov’s mind.?> Although the opening scenes render his

* Allen posits that in this way, Turgenev provides a “safe psychic ground” on which readers can “learn
both by observing and by assessing characters’ creative reactions to specific situations and then by
observing and assessing their own reactions to those situations, all the while remaining utterly
unthreatened.” Allen, Beyond Realism, 48. 1 would counter that this humanist evaluation of the novel’s
narrative ethics as a “safe space” ignores the attention the same narrative voice draws to the status of its
observations as voyeuristic acts of transgressive violation, adumbrating the concerns of the narrator of
“Tropmann.”

3 As Bialyi notes, the opening chapter totally ignores Bazarov, instead devoting an entire chapter to his
physical introduction, during which attention is immediately drawn to his «He3aypsaHssS BHEITHOCTDY.



27

character traits phrenologically legible, with a smile and eyes that show “self-confidence and
intelligence,” and long blond hair that does not “conceal the prominent bulges in his capacious
skull” [Ero TeMHO Genokypble BOJOCHI, IJTMHHBIE U T'yCThIE, HE CKPBIBAIH KPYITHBIX
BBINTYKJIOCTeH mpocTopHoro yepenal, chapter five marks the first time we gain direct access to
Bazarov’s interior, when his thoughts are reported in quoted speech (8:211). This disparity—
amidst the opening chapters of a novel that otherwise grants interior access to its three other
main characters up until that point—redraws attention to the stakes, limits, and conditions of
gaining such privileged, omniscient access.

Bazarov not only has a mind that appears less permeable than others, but is also
possessed of an incisive, scientific, and violent method of gaining access to others that is all his
own. He lays out his method when talking to a young boy about a frog he has captured on the
Kirsanov estate: “’I shall cut the frog open, and see what’s going on inside her, and then, as you
and I are much the same as frogs, only that we walk on legs, I shall know what’s going on inside
us, t00’” [ JATyLIKY pacIjlacTaro 1a IOCMOTPIO, YTO y HEE TaM BHYTPH JI€NA€TCA; a TaK KaK Mbl
¢ ToOOI Te ke JIATYIIKH, TOJIBKO YTO Ha HOTaX XOJIuM, s U Oyay 3HaTh, UTO U Y HAC BHYTPH
nenaercs] (8:212). Turgenev’s obvious historical targets with this characterization of Bazarov
aside, this statement pairs the acquisition of hidden, internal knowledge with violent and
destructive consequences, for Bazarov’s incisive gaze will literally penetrate to reveal what is
going on inside, dissecting and killing the object of its gaze in the process, foreshadowing
Bazarov’s own fatal problems with dissection.?®

Bazarov’s violent “way of knowing” re-implicates the novel’s already anxiously
omniscient narrator. Bazarov is in effect a character that attempts the same swing away from
face-reading, away from the conventions limiting homodiegetic (character-)narrators, and

See G. Bialyi, Roman Turgeneva Ottsy i dety (Leningrad: 1zd’stvo khud. lit., 1968), 13. Erica Siegel notes
that the Bazarov sections throw a spotlight on how “description of these external details even supplants
description of such personal narrative and inner workings,” as his “thunderingly silent” introduction in the
novel renders him the “least transparent of all the characters in Fathers and Sons.” Siegel, “Speak Softly
and Carry a Big Stick: The Language of Things in Fathers and Sons” in Turgenev: Art, Ideology and
Legacy, op. cit., 109-110.

2% Somoff notes that “[t]he comparison of the fiction writer to the doctor/scientist performing an autopsy
on the human heart” was a common trope, frequently employed “in the intellectual discourse of the
1830s,” but which “backfires” in the “society tale” amidst the culmination of the trope of face-reading,
since “the ultimate autopsy report would render a// human hearts fully exposed (externalized) but at the
same time indistinguishable from one another.” Somoff, The Imperative of Reliability, 75. Although this
borders on the very problem the narrator of “Tropmann” anxiously points to when his face-reading
abilities cannot help him distinguish a murderer from an innocent student, my reading of Fathers and
Sons departs from Somoff’s terms, by locating face-reading as the antipode of Bazarov’s medical
discourse, at the opposite end of the spectrum of omniscient devices. Irene Masing-Delic further connects
Bazarov’s epistemological gaze with his medical discourse with his focus on the body of Odintsova,
which also prefigures his death: “Opy>xuem noeanHka oH BEIOUPAET — CAKIIbIIEIb, CKAIBIIEIb CBOETO
pazsiuero yma. C momomipto 3Toro ‘ckanenens’ ba3apoB HazneeTcs: BCKBIPTh T€ MEXaHU3MBI, KOTOPbIE
‘IPUBOAAT B ABMKeHHE OMHIIOBY, IPEICTABUTEIBHUILY TOH MPUPOJIBI, MACTEPOM KOTOPOW OH XOYET
obITh.” Masing-Delic, “Bazarov pered sfinksom: nauchnoe anatomirovanie i estesticheskaia forma v
romane Turgeneva Ottsy i deti,” Revue des etudes slaves, Vol. 57, No. 3 (1985), 371. See also Olga
Matich’s chapter on fragmenting and dissecting the body as a trope of Russian fin-de-siecle literature in
Erotic Utopia: The Decadent Imagination in Russia’s Fin-de-Siecle (Madison, WI: U of Wisconsin Press,
2005), 27-56.
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towards the privilege of omniscient, inside-views, that defines the narrator’s field of vision.
Bazarov forms a doubled echo for the narrator: he rejects reading faces as much as he rejects
reading fiction; he disdains the devices of gaining privileged knowledge that other characters
rely on; indeed, he is one of the novel’s only main characters who does not eavesdrop, and the
thought of having been overheard causes him such distress that he is unable to return to his
specialized scientific optic (his microscope) after realizing he has been spied upon (8:349-50).
He rejects “fabrication” and the creation of false narratives to check reactions. To Pavel
Petrovich’s suggestion that they each keep a confessional letter in their pockets, so that the other
would not be held accountable should one of them die after their duel, Bazarov remarks
disapprovingly that “there’s a slight flavor of the French novel about it, something not very
plausible” [HemHoK0 Ha (ppaHIly3cKuii poMaH cOMBaeTCs, HempaBAono00HO uTo-To] (8:348).
Bazarov is not only a class representative of his generation, a new type of person, but is a new
type of narrator, too. The epistemological stakes of his gaze not only rub up against those of the
other characters, but even reject the conventions of the novel’s own narrative voice in the
process.

The reading and analysis of eyes and what is reflected in them is one of the narrator’s
most oft-relied upon devices, common to Fenichka’s portrait (8:229), face (8:234), and even the
backstory explaining her first meeting with Nikolai Petrovich (8:232). Bazarov, however, will
have nothing to do with the “romanticism, nonsense, rot, artiness” of studying the “enigmatical
glance,” preferring instead to study the organ’s physical anatomy (8:226) — a process that, once
again, presupposes the death of his subject. Likewise, although the narrative voice lays out in
minute detail everything to be seen in Bazarov’s mother’s eyes, “Bazarov, however, was in no
mood to analyze the exact expression of his mother’s eyes; he seldom turned to her, and then
only with some short question” [Bnpouewm, ba3apoBy 06110 He 10 TOT0, YTOOBI pa3doupaTh, 4TO
MMEHHO BBIPaXKaJlu TJ1a3a ero MaTepH; OH peiko oOparasics K Hel, U TO C KOPOTEHbKUM
BorpocoM. ] (8:330). Bazarov appears to be a cypher that resists penetration, only to attempt a
narrative-omniscient deciphering of his own. His is the head that retains its secrets, while armed
with an incisive, cutting gaze that aims to cut out the secrets of others. Self-awaredly distinct
from the “not very plausible” “French novels” of the past, Bazarov pitches himself as the
representative of a new kind of narrative gaze, confidently asserting his lack of concern with the
consequences of violent, violating penetration that the novel’s narrative voice so frequently
attends to.

V. “Yto rue3au10ch B 37011 ayme — 6or Becth!” — Odintsova’s Gaze and Body

That is, until he meets Anna Sergeevna Odintsova. When he comes under her scrutiny,
Bazarov rejects the taste of his own medicine, now that he is figured as the object of an incisive
gaze, rather than its subject. To Odintsova’s attempt at finding out “what is going on inside
[him],” he scoffs: “’Going on!’ repeated Bazarov, ‘as though I were some sort of government or
society!” [IIpoucxoaut! — moBTopus bazapos, -- TOUHO 5 TOCYJapCTBO KaKOe UM 0011ecTBO! |
(8:298). He rejects the penetrative dissection that he also performs, exactly as does the narrator
of Turgenev’s Sketches. The novel’s love plots stage a clash between these different
epistemologically invested gazes, which for Bazarov plays out on Odintsova’s objectified body,
which the novel’s narrator and characters seek to unveil as much as they do to undress. Her own
incisive gaze, meanwhile, is as invested as Bazarov in finding out what is “going on” inside the
other, much to his chagrin. The gradual revelation of Odintsova’s body and mind coincides with
the closing of Bazarov’s, drawing attention to the ethical stakes of observation. The narrative
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ultimately punishes the characters who collaborate in a system of surveillance, denying
happiness—and life—to those whose gazes, like Bazarov’s, transgress in the name of seeing
“what is going on inside” the other.

Odintsova’s interactions with those who observe her reveal the stakes of their
observation, which are pitted against each other in their mutual goal of obtaining a privileged,
inside view of her.?” As we have seen, Odintsova’s introduction in the novel is already figured as
a problem of compounded observation, as her arrival at the ball is signaled by the reactions that
play out on Sitnikov’s face upon seeing her. Arkady, immediately struck by and smitten with the
young widow, focuses on the “dignity of her carriage” and the shapeliness of her waist, arms,
and shoulders, as well as on the kind of smile emanating from her lips (8:265). He attentively
reads her reaction when she is introduced to him—her face assumed an expression of pleasure
when she heard Arkady’s surname” [OgHaKo JIMIO €€ MPUHSIO PATYLIHOE BEIpAKEHHUE, KOTAa
oHa ycnbimana pammnuio Apkaaus.| (8:266)—and cannot take his eyes off or stop thinking
about her, extrapolating from her few words that “this young woman had already felt and thought
much” (8:267). After they dance together, he cannot stop wondering at “how gracefully her
figure [cTan] seemed to him, draped in the greyish luster of black silk!” (8:268). The attention
Arkady pays Odintsova (and her body) is loaded, wrapped up in his own feelings: his eyes focus
on the fabric that visibly conceals,?® hiding in plain sight the figure with which he seeks
intimacy, rehearsing again the contradiction central to Turgenev’s narrators.

Arkady is immediately pitted against Bazarov, however, who is also focused on
Odintsova’s body, albeit more directly, and more violently. Echoing his earlier interest in
dissection—and in finding out “what is going on inside her”—Bazarov exclaims that Odintsova
would make an ideal specimen for the operating table, precisely because of her well-endowed
(literally godly) body [ITtakoe 6oraroe Teno! — nmpomomkan bazapos, -- X0Tb ceifuac B
anatromudeckuit rearp] (8:272). Arkady focuses on parsing the veil, on reading faces to get at the
secrets that lie behind enigmatic expressions and mysterious glances; Bazarov, meanwhile, aims
for a more direct, incisive, and suggestively violent look at the inner workings of the body of the
other.

At this point, Odintsova is still a mystery to us, too, having been presented to the reader
as a set of physical descriptions, externally focalized only through Arkady and Bazarov. This
initial introduction recalls the inset story of Princess R., Pavel Petrovich’s unrequited love,
whose tale Arkady narrates to Bazarov in chapter seven. She, too, is presented as a set of
extraordinary external features, possessed of “an enigmatic glance” that is “swift and deep,

*7 This staged clash overlaps—but does not necessarily coincide—with the discursive clash that Shaklan
also traces in the novel, by which Turgenev uses the insufficiencies of certain narrators to demonstrate the
failure of certain outmoded (Sentimental, Romantic) discursive traditions: “Turgenev distributes these
outmoded discourses to his first-person narrators, sticks them into contemporary situations, and
demonstrates how they fail, thereby highlighting their massive insufficiencies.” Shaklan, “So Many
Foreign and Useless Words,” 47. Shaklan takes the inset story of Princess R, for example—"“full of so
many markedly Romantic tropes”—to be a satiric rather than lyric portrait of Pavel Petrovich; my reading
of this chapter extends its staged discursive failure to its self-ironizing representation of narrative devices,
too.

28 Jane Costlow traces the repetition of the root «oxoTHo» throughout this scene, which invokes and
combines sensuality, predation, and flirtation in the way that “Arkady’s glance disrobes Odintseva—he
sees her body beneath grey silk—but he will not admit to it.” Costlow, Worlds Within Worlds: The Novels
of Ivan Turgenev (Princeton: Princeton UP, 1990), 128-29.
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unconcerned to the point of audacity, and pensive to the point of despondence” [Ho B3I UX,
OBICTPBIN U IITyOOKUil, OECTIEUHBIH 10 1Ay U 3alyMUUBBIN 10 YHBIHUS, -- 3araI04HbIA B3I, |
(8:222). Her desirability coincides with her unobtainability; her “bewitching image,” which
becomes “deeply rooted” in Pavel Petrovich’s heart (8:223), suggests something unknown yet
still potentially reachable, something hidden in plain sight, as in her “there always seemed
something still to remain mysterious and unattainable, which one could penetrate. What was
hidden in that soul—God knows!” [B KoTOpoOii Jaxke Toraa, KOrjaa oHa OTaBaIach
0e3B0O3BpaTHO, BCE ellle Kak OyATO OCTaBaJIOCh YTO-TO 3aBETHOE M HEJOCTYITHOE, Kyla HUKTO HE
MOT MPOHUKHYTbh. YTO THE3IMIIOCH B 3TOM nymie — bor Bects!] (8:222). Pavel Petrovich renders
the object of his affection a sphynx, an insoluble feminine riddle whose mystery—without a
more penetrating field of vision—he ultimately cannot solve (8:224). While this would seem to
suggest an analogue in Odintsova, who will soon test Bazarov in the same way Princess R. has
already tested his narrative double Pavel Petrovich, the novel will ultimately subvert and
complicate this reading by turning the tables on Bazarov, making of his gaze a double failure. He
not only fails to understand Odintsova using his violent, penetrating, dissecting optic, but is
ultimately cowed by the superiority of Odintsova’s own gaze over his.?’

The first such cracks in the lens of Bazarov’s optic begin to show when he and Arkady
visit Odintsova at her estate. In a scene that closely observes characters as they observe each
other, each of the three is shown to be made aware of the sudden change in their relations.
Arkady notices “with secret amazement” that Bazarov seems embarrassed in Odintsova’s
presence. Bazarov, too, is aware of his irritating feelings, which drive him to hide their presence
by speaking “with an exaggerated appearance of ease” (8:269-70) in an attempt to interest and
impress Odintsova, which also surprises Arkady, who “could not make up his mind whether
Bazarov was attaining his object.” The narrative focalization then shifts, as the narrative voice,
providing information unavailable to Arkady (who was still finding it “difficult to conjecture
from Anna Sergeevna’s face what impression was being made on her” [TIo nuiy AHHBI
CepreeBHbI TPyIHO OBLIO IOTAIaThCs, KAKME OHA UCTIIBITHIBAJIA BIieYaTieHus |), notes that
Odintsova was in fact flattered by Bazarov’s bad manners, which she accurately reads as a
symptom of his nervousness (8:271). At the end of their meeting, “Bazarov only bowed, and a
last surprise was in store for Arkady; he noticed that his friend was blushing” [ba3apos Tonbko
MOKJIOHUJICSI — U APKaJUIO B TIOCJICAHUNA Pa3 MPUIILUIOCHh YAUBUTHCS: OH 3aMETHUII, UTO MPHUSATENb
ero nokpacHen| (8:272). The novel has turned the tables on its own intratextual reference,
restaging the unrequited love-plot of Pavel Petrovich and Princess R., but from a position of
privileged interiority, not only making known the mysterious inner workings of Odintsova’s
mind, but also showing her to have a penetrating gaze of her own, and one superior to Bazarov’s
at that, for while she reads him correctly, the workings of her mind are to the two young men left
“difficult to conjecture.”

The process by which Fathers and Sons renders Odintsova’s mind legible, however, re-
implicates its narrative voice, suggesting again the transgressive nature of such privileged, inside
views. Odintsova’s first major scene of interiority coincides with the undressing of her body,
rehearsing the desires of Arkady and Bazarov in a field of vision that is ultimately denied to

%% Lowe notes that Princess R and Odintsova share overt sympathies in what they mean and do to the
mean who interpret, read, and desire them. Lowe, Turgenev’s Fathers and Sons, 44. 1 would add that
Odintsova—armed with a gaze of her own, but still made legible to us by the narrative voice, unlike her
intratextual predecessor—inverts the story of Princess R.
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them both.3° The novel redraws attention to the ethics of its narrative gaze, forcing the reader
into the position of spying voyeur, observing Odintsova on the sly. After noting that everyone
has retired that night occupied by their own thoughts, the narrator makes quick work of the great
mystery of Odintsova’s enigmatic desires, noting that she, “like all women who have not
succeeded in loving,” did not realize that, while “it seemed to her that she wanted everything,”
she actually wanted nothing (8:283).3!

In the bathing scene that accompanies this authoritative revelation, the narrator strips the
veils of Odintsova’s mind and body in the same breath, recalling the scene of her introduction. In
the process, the narrator is rendered a voyeur, in Odintsova’s bathroom as in her mind, spying on
her body as on her thoughts:

Dreams sometimes danced in rainbow colors before her eyes even, but she breathed more
freely when they died away, and did not regret them. Her imagination indeed overstepped
the limits of what is reckoned permissible by conventional morality; but even then the
blood flowed as quietly as ever in her fascinatingly graceful, tranquil body.

Pamy»Hble KpaCKu 3aropajyuch HHOTJA U y HEH mepen ria3amMu, HO OHa OTAbIXaia, Koraa
OHH yracaju, ¥ He jkajena o Hux. BooOpaxkeHue ee yHOCHIIOCH JJaske 3a MPeIeibl TOTo,
YTO 110 3aKOHaM OOBIKHOBEHHOI MOpaIM CYUTACTCS JO3BOJICHHBIM; HO U TOTJa KPOBbH €€
MO-TIPEKHEMY THXO KaTHJIACch B €€ 00asTeIbHO CTPOHHOM U CIIOKOWHOM Tene. (8:283).

Here the privileged gaze of narrative omniscience collides with the ethics of transgressive
observation, as the narrator explicitly (and suggestively) draws attention to how Odintsova’s own
imaginative gaze oversteps moral limits, while simultaneously attending to the flow of blood
inside her “fascinatingly graceful, tranquil body.” The narrator is caught up in observing the
same body that so fascinates Arkady and Bazarov, parting the silk dress to reveal its inner
workings, noting how sometimes Odintsova would come “out of her fragrant bath all warm and
languorous” before revealing what thoughts occupied her mind on those occasions.

By pairing the epistemologically invested gaze with a voyeuristic and explicitly erotic
focus on the body, this scene gives shape to the novel’s narrative ethics: as Odintsova is
gradually revealed, so too are revealed both the stakes of the narrator’s gaze, as well as the

3% Jane Costlow points out the contradiction inherent in this scene as a continuation of the novel’s concern
with sexual relations and the deceptions of culture, which become metaphorized as transgressions into
and within the domestic spaces that serve as a construct of order and a microcosm of society, the “open
doors” that allow the narrator’s gaze to find free “narrative passage.” Costlow, Worlds Within Worlds,
107, 118. This particular scene similarly mediates its voyeuristic transgression by also ostensibly
observing propriety, playing “with the boundaries of decorum, in a manner that both points to the
seductive beyond, and holds to the compromises of convention,” repeating in the narrative situation the
“ambiguous position” between decorum and eros that has already “played out in an earlier dialogue
between Arkady and Bazarov, when they first meet” Odintsova. Ibid., 125-126.

3! Here I depart from V. M. Markovich, who posits that the difficulty felt by characters in expressing or
understanding themselves is replicated by narrator: “HesicHoe a5t caMmoro nepcoHaska mpU3HaeTCsI
HESICHBIM U JUISI IOBECTBOBATEIS: €CIIM TIEPCOHAXKY TPYIHO OMPENeITUTh IPUPOLY CBOUX OILYIICHUH, TO
MOBECTBOBATENb YyBCTBYET ce0s 00s3aHHBIM OCTaHOBHUTLCSI B TAKOM JKe 3aTpyaHeHun.” Markovich,
Chelovek, 27. In this scene and throughout, however, the narrator quickly and successfully gives voice to
thoughts and feelings thought by the characters experiencing them to be inexpressible in words, and in the
process exceeds the limits of their internal focalization.
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deficiencies of the other gazes the novel models. The mysteries sought by characters who
eavesdrop and face-read (Arkady) as well as by those who employ a more incisive, penetrating
optic (Bazarov) are ultimately only made knowable by the novel’s own omniscient narrative,
which exceeds both of theirs, and which draws attention to its own transgressive voyeurism.3?
Fathers and Sons internalizes the narrating device of Turgenev’s earlier sketches—by featuring
characters who read each other, as his older narrator once read characters—while also exploding
it, for while Arkady attends to the black silk veil and Bazarov to the body beneath it, the
mysteries of both are shown to be solved only by the novel’s omniscient heterodiegesis. The
narrative voice continues to undress Odintsova:

Her soul would be filled with sudden daring, and would flow with generous ardor, but a
draft would blow from a half-closed window, and Anna Sergeevna would shrink into
herself, and feel plaintive and almost angry, and there was only one thing she cared for at
that instant—to get away from that horrid wind.

I[yma €€ HAIIOJTHUTCA BHC3AIIHOKO CMCJIOCTUIO, 3aKUITUT 6HaI‘OpOI[HI>IM CTPECMJICHHUECM; HO
CKBO3HOU BETEp MOJYET U3 MOIYy3aKphITOrO OKHA, 1 AHHA CepreeBHa BCs COKMETCS, U
KaIyeTCsl, ¥ TIOYTH CEPAMUTCS, U TOIBKO OJHO €/ Hy»KHO B 3TO MIHOBEHHE: YTOOBI HE JTyJI
Ha Hee ATOT raakuii Berep. (8:283)

It is only thanks to the narrator’s annotation of the flow of Odintsova’s thoughts upon getting
out of the bath that the reader is able to decipher the scene that so confounds Bazarov in the
chapter that follows. The narrator’s gaze succeeds where his fails.

This chapter, in which Bazarov suddenly announces to Odintsova that he is leaving her
estate, both models the failure of Bazarov’s optic and stages the superiority of the novel’s
alternative, while also once more drawing attention to the ethical stakes of such privileged
knowledge. Bazarov and Odintsova attempt to read each other to divine the true intentions lying
behind their words and expressions, but Bazarov is unable to decipher Odintsova’s reaction,
wondering to himself “why she is saying such words,” before admitting aloud, contrary to his
professed world-view, that he knows her very little, perhaps a symptom of the mysterious and
impenetrable nature of all people: “Maybe you are right; maybe, though, every person is a
mystery.” [MoeT ObITh, BBl TIPAaBbl; MOXKET ObITh, TOUHO, BCSIKUH UeloBeK — 3araaka] (8:291).
After Bazarov opens the window at Odintsova’s request, another moment of spying readdresses
the voyeurism inherent in our presence at this intimate moment: “the soft, dark night looked into
the room [rstHyna B komHaty| with its almost black sky, its faintly rustling trees, and the fresh
fragrance of the pure open air” (8:291). The voyeurism of furtive surveillance so suffuses the
novel’s diegetic world that it is literally rendered natural. Soon, though, the freshness of the
voyeuristic night air becomes a “disturbing,” “mysterious whispering,” which overcomes

32 In a close-reading of Turgenev’s “Three Encounters,” Irene Masing-Delic attends to the inherent and
inescapable voyeurism in the storyteller/narrator who is “determined to gather his raw material (fabula)
even at the price of good manners, preservation of dignity, respect for privacy and basic decency.” This
“insatiable curiosity,” she posits, leads to the “characteristic pose” of the hunter-narrator: “that of standing
at a window and trying to peer through it, or more precisely, that of standing outside a window / gate /
door and imagining the space inside.” Masing-Delic, “Hidden Spaces,” 29. To this compelling reading I
would add that, in Fathers and Sons, the narrative invites attention to this very moment of transgressive
observation as part of its own narrative project.
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Odintsova, who does “not move a single limb; hidden emotion gradually possessed her. It
communicated itself to Bazarov” (8:292). The emotion Odintsova experiences in this scene is
visibly communicated to (yet still hidden from) Bazarov, but is of course known to the reader,
who has one chapter earlier been primed by the narrative gaze that has voyeuristically detailed
the way sudden drafts affect the flow of Odinstova’s feelings. Bazarov returns alone to bed, his
heart broken (8:293-4).%3

The next day, Odintsova’s success at reading what is going on inside Bazarov casts a
spotlight on his own failure to do just that to her: he balks at her desire to find out “what is going
on within” him, bowing his head when admitting that he cannot speak freely of everything he has
on his mind (8:298). Nonetheless, the narrative voice has already confirmed Anna Sergeevna’s
suspicions as to the observable “newness” in Bazarov’s behavior:

The real cause of all this ‘newness’ was the feeling inspired in Bazarov by Odintsova, a
feeling which tortured and maddened him, and which he would at once have denied, with
scornful laughter and cynical abuse, if any one had ever so remotely hinted at the
possibility of what was taking place in him.

Hacrosiero npuarHoii Bcelt 3T0i «HOBU3HBI» OBLIIO YyBCTBO, BHYlLIeHHOE ba3apoBy
OnuHIOBO, -- YYBCTBO, KOTOPOE €0 MYUHJIO U OECHIIO U OT KOTOPOTO OH TOTYAC
OTKa3aJicsi OBl C MPE3PUTEIBHBIM XOXOTOM M IMHUYECKOI0 OpaHblo, eciii Obl KTO-HUOY b
XOTsl OTJJAJICHHO HAMEKHYJI EMY Ha BO3MOKHOCTb TOTO, YTO B HEM IIpOUCXOoAMIIO. (8:286)

After Bazarov finally confesses his feelings for her, Odintsova reads his body incisively, noting
that his visible trembling “was not the tremor of youthful timidity, not the sweet alarm of the first
declaration that possessed him; it was passion struggling in him, strong and painful,” which
makes her feel “both afraid and sorry for him” [On 3aapixancs; Bc€ Teno ero BUIUMO TPETeTao.
Ho 370 Ob110 HE TpeneTanue IOHOIECKOH POOOCTH, HE CIaIKUI yKac NEPBOTO MPU3HAHUS
OBJIA/IE UM: 3TO CTPACTh B HEM OMJIach, CUIIbHAS U TSDKENas — CTPACTh, TOX0XKasl Ha 37100y U,
OBITH MOXET, CPOJHU €ii... OIMHIIOBOW CTA0 U CTPAIIHO U Kaiko ero.] (8:299). She examines
his face “twice, directly, and not stealthily” [mpsimo, He ykpazakoii], and ably reads the
“contemptuous determination stamped on every feature” [c OTHeUaTKOM IMPE3pUTETHHON
pemmmMocTH B kax ot uepre] (8:300). These scenes continue the contradictory side-stepping of
narrative authority. Narrative omniscience is invested with an undeniable sovereignty and
supplied with a surplus of vision over the other gazes that it models, but also draws attention to
the stakes of its own vision, which inevitably entails a self-awaredly erotic voyeurism. The
other’s mind can be fully revealed only when the body, unaware of its observation, is fully
undressed.

33 As Costlow notes, “the central gesture of these scenes is one of violent opening,” as the veiled window
Bazarov opens also stands in for Odintsova, for “natural longing problematically hidden; the epithets of
the room—fragrant (blagovonnaia), solitary (uedinennaia)—are also Odintseva’s, echoing the earlier
description of her emerging from the bath and the etymology of her own name.” This scene, as the
bathing scene and Arkady’s gaze at the ball before it, “disrobes the woman by alluding to what her
clothes cover,” which in turn recast the novel as a mass of transgressions and sexual violence that must be
overcome “to reestablish the violated order.” Costlow, Worlds Within Worlds, 130-135. I would add to
this convincing reading that the narrative is not merely a constant stream of violations, but rather a
performance of authority that necessarily draws attention to these moments of violation.
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The dismantling of Bazarov’s gaze becomes a matter of course. In reinforcing the
superiority of its narrative omniscient gaze only by also attending to the consequences of its own
transgressive devices of observation, Fathers and Sons levies heavy penalties for character-
narrators who fail to pay the same deference to the mind of the other as an impenetrable,
sacrosanct space. When Bazarov and Odintsova are walking for the last time in her garden, they
talk of their feelings, but the narrative voice pulls back, explicitly commenting on his inability to
decisively judge the veracity of their conversation: “So Anna Sergeyevna spoke, and so spoke
Bazarov; they both supposed they were speaking the truth. Was the truth, the whole truth, to be
found in their words? They could not themselves have said, and much less could the author”
[Tax BeIpaxkasiace AHHa CepreeBHa, U Tak BeIpaxkasics ba3apos; oHn 00a gymaiu, 4TO TOBOPHIU
npasay. beina mu npasaa, monHas npaszaa, B Ux cioBax? OHU caMM 3TOTO HE 3HANH, a aBTOP U
nojaBHo. | (8:372).

Two sentences later, however, the narrative voice checks Bazarov’s claims against the
truth, noting that Bazarov “was on the point of telling her about his duel with Pavel Petrovich,
but he checked himself with the thought that she might imagine he was trying to make himself
interesting, and answered that he had been at work all the time.” [OnH uyTh ObUTO HE paccka3zan e
o cBoeii xyanu ¢ [1aBnowm [lerpoBuuem, HO yaep:kajcs PH MBICTH, Kak Obl OHA HE MoyMala,
YTO OH MHTEPECHHYAET, a OTBEYal ei, 4To OH BCcE 310 Bpems padorai.| Katya and Arkady,
meanwhile, who are eavesdropping on this conversation, are afterwards haunted by what they
have overheard (8:382). This scene encapsulates and rehearses the stakes at work in the novel’s
narrative ethics at large: the omniscient narrative disowns its collaboration in the surveillance
that it also relies on, rendering privileged knowledge legible amidst an allocution about such
knowledge’s impossibility. The novel is anxious about its own devices, constantly redrawing
attention to the transgression inherent in such observation.

As Odintsova is opened up (only by the impossible but self-aware voyeurism of the
omniscient narrator), so too is Bazarov shut down. The rest of the novel sees Bazarov shut out of
the system of surveillance he has participated in up to this point, as he not only stops accurately
reading others, but is himself increasingly rendered opaque and illegible.>* His duel with Pavel
Petrovich leaves him ill-at-ease in a “distressing and awkward silence,” conscious that his
position of alterity has been erased as he has been totally revealed, as “each was conscious that
the other understood him” [Kaxxaplit 13 HUX co3HaBaN 4TO Apyroi ero monumaet] (8:354). When
Pavel Petrovich wonders aloud what the nearby peasant must think of them now, after the duel,
Bazarov scoffs: “Who knows! [...] It is quite likely that he thinks nothing. The Russian peasant
is that mysterious stranger about whom Mrs. Radcliffe used to talk so much” [KTo0 x ero 3naer!
— orBeTril ba3zapos, -- Bcero BEposATHEE, YTO HUUErO HE JyMaeT. Pycckuil My»KHMK — 3TO TOT
caMblil TAMHCTBEHHBIA HE3HAKOMEII, 0 KOTOPOM HEKOT/Ia TaK MHOT'O TOJIKOBaJIa TOCIIOXKA
Parknudd] (8:355). In an ironic twist, however, it is soon thereafter revealed that “self-confident
Bazarov, who knew how to talk to peasants (as he had boasted in his dispute with Pavel
Petrovich), did not even suspect that in their eyes he was all the while something of the nature of
a buffoon” [YBsI! npe3puTeIbHO MOKUMABIINN TUIEYOM, YMEBIIUN TOBOPUTH C MY>KUKAMHU

3% Shakhlan counters Allen by arguing that silence, in the end, turns out to be the flipside of the narrative
coin to the breakdown of both Bazarov and Pavel Petrovich’s flawed mentalities: a positive marker of
aesthetic construction as well as ethical relations, silence defines the successful relationship of Arkady
and Katya, who reject artificial or literary constructions in the process. Shaklan, “So Many Foreign and
Useless Words,” 52-58.
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bazapos (kak xBanuiics oH B criope ¢ [laBiom [lerpoBruuem), 3TOoT camoyBepeHHbli bazapoB u He
MOJI03PEBAJL, YTO OH B UX I1a3aX OBLI BCE-TAaKH YEM-TO BPOJIE IIyTa TOPOXOBOTO... | (8:384).
Interiority for Bazarov gradually evaporates, too, as his feelings are increasingly expressed only
as the interpretations of external focalization. After he has returned to his parents’ estate, we
learn that “a strange weariness began to show itself in all his movements; even his walk, firm and
impetuously bold, was changed” [CTpanHast ycTanocTs 3aMedanach BO BCEX €ro JBMKEHUSX,
Jake TOXO0/IKa €To, TBEepasi U CTPEMUTENBHO cMmenast, m3MeHmnach| (8:383), but do not enter his
mind again.

Fathers and Sons stages a clash not only between the generations, but also between
different narrative devices, and the optics they rely on. The novel models an uneasy omniscience:
its narrative gaze undresses Odintsova’s body as it reveals the workings of her mind, staging for
its readers the revelation that Arkady and Bazarov so want, but cannot achieve. In the process,
Turgenev’s narrative draws attention to the violation inherent to its own act of representation,
extending the ethically invested side-stepping gaze of the narrative voice of Turgenev’s Sketches,
which rely on the authority they also ostensibly divest themselves from. Bazarov’s scalpel turns
out to be a blunt instrument, however, incapable of accurately revealing what is going on inside
the other. Flummoxed by a gaze superior to his own, Bazarov is left impotent, and the victim of
the violence of his own optic: he is killed by the contraction of an invisible, internal pathogen
from a body he has incorrectly dissected.

VI. Narrative-Ethical Transgression in “The Execution of Tropmann”

While Fathers and Sons punished one character for the violence of his field of vision,
perhaps nowhere else in Turgenev’s work does the question of “what has happened inside this
man” become a more ethically fraught issue than in “The Execution of Tropmann.” The sketch is
deeply concerned with the ethical consequences of entering private, sacrosanct spaces and
bearing witness to what is inside, be they minds or prison chambers. These concerns represent a
heightening of the problems only suggested by the earlier sketches, as well as by the side-
stepping narrative voice of Fathers and Sons. An intense anxiety coheres around narrative and its
effects for the narrator of “Tropmann,” as the “looking-in” of the earlier sketches now irrupts
into “looking away.”*

The sketch—mnot part of a larger cycle, but published individually in the thick journal 7he
Herald of Europe [Bectauk EBponsi] in 1870—details the execution in Paris on 7 January 1870
of Jean Baptiste Tropmann, a French teenager who had murdered a family of six.*® Although
“The Execution of Tropmann” is certainly an autobiographical essay—as Turgenev witnessed
the event first-hand, having been invited by Maxime du Camp, a French journalist and staunch
opponent to public executions—it is also undeniably a fictionalization. It combines personal
reflection and an incisive narrative gaze—which attempts to lay bare the motivations and
feelings lying behind the faces of the guillotining’s many attendees—with a recapitulation of

3% My reading follows Emma Lieber’s call to avoid a reductive focus solely on this final moment in the
sketch, and to instead closely read the entire story; however, I depart from her conclusion that this sketch
represents a new or unexpected departure for Turgenev’s work—in that it “documents and is born out of
the unusually invasive behavior of the narrator himself, a crossing of boundaries that is in its own way
equivalent to the prestuplenie that lies at the story’s heart”—seeing it instead as a heightening of the
concerns that are already present in his earlier sketches. See Lieber, “Speak Softly,” 671-73.

3¢ Jackson, “The Ethics of Vision,” 28-29.
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observations du Camp had already published about the execution.?” Therefore, my reading of the
sketch will concern the diegetic conventions and limitations of the ethically invested, unnamed
first-person narrating agent, and not Turgenev’s own reactions to or further commentary on the
execution published outside of the sketch itself.3® Moreover, I take “The Execution of
Tropmann” to be an excursus not just on capital punishment, but on the ethics of the penetrating
gaze of narrative omniscience itself.

Two bookends, which frame the sketch’s twelve short chapters, comment on the goals
and concerns of the narrator, who is from the beginning overtly preoccupied by his becoming
complicit in violence by bearing witness to it in narrative. The ethical effects of narrative are at
the forefront of the narrator’s mind, as he lays out the stakes of the story (for both reader as well
as himself) in its opening chapter:

As a punishment of myself—and as a lesson to others—I should now like to tell
everything I saw. I intend to revive in my memory all the painful impressions of that
night. It will not be only the reader’s curiosity that will be satisfied: he may derive some
benefit from my story.

B nakazanue camoMy cebe—u B Ha3uIaHUe IPYTUM — 51 HAMEPEH Teleph pacckas3aTh BCE,
4TO 51 BUZEJ, HAMEPEH MIOBTOPUTH U BOCTIOMUHAHUH BCE TSXKENbIE BIEYATICHUS TON

HOYH. BBITh MOXKET, HE OJJHO JTFOOOIBITCTBO YUTATENSI HEKOTOPYIO TIOTB3Y M3 MOETO
pacckasza. (14:148)

Narrative is from the beginning of the sketch aligned with performance, a staged rehearsal of a
morality play that will (potentially purifyingly) punish the narrator and edify the reader. The
sketch has an almost dramatic quality, as theatrical metaphors are invoked throughout; characters
are introduced as if from a list of dramatis personae, and the execution is referred to as a
“performance,” presented in self-aware quotation marks [BuaHO OBLUIO, UTO «IIPEICTABICHUE)» HE
Hayanocs]| (14:149).

The conclusion of the sketch, however, explodes the hopes laid out by its opening, as the
narrator concedes that the spectacle has had no edifying effect whatsoever: “We had seen the
impression such a spectacle made on the common people: and, indeed, there was no trace of the
so-called instructive spectacle at all.” [MbI Bugenu, kakoe BIie4aTIeHUE MPOU3BOINUT MTOI00HOE

37 See W. C. Brumfield, “Invitation to a Beheading: Turgenev and Tropmann,” Canadian American
Slavic Studies, No. 17 (1983), 79-88.

38 As Jackson notes, while the narrator is of course Turgenev, the sketch must also be taken as a self-
aware literaricization of its subject, a literary artifact in the much the same sense as the Sketches, in which
Turgenev “has subordinated all the elements of his experience to an artistic-ideological design.” Jackson,
“The Ethics of Vision,” 34. Lieber goes further, arguing that the artfully constructed text itself is likely
not only informed by Victor Hugo’s 1830 Le dernier jour d'un condamne (“The Last Day of a
Condemned Man”), but also a response to Dostoevsky’s treatment of witnessing an execution in The
Idiot. This leaves Turgenev’s structuring of historical events a deliberate “filtering” that is “beholden to
fictional models,” to be taken in the context of its “literary influences and rivalries,” in the process calling
into question the boundaries between fact and fiction. Lieber, “Speak Softly,” 672. See Brumfield for a
comprehensive summary of the various correspondences and other novels of Turgenev’s that reference
Tropmann and his personal experience witnessing the execution.
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3peNuILE Ha HapoJl; Aa U CaMOT0 3TOro, IKOOBI TOYYUTENBHOT0, 3penuina He Bosce] (14:170).
Undercutting the earlier hopes at both admonition and self-punishment, the narrator thinks back
to a young laborer whose face he “had studied for several minutes. Would he start work today as
a man who hated vice and idleness more than before? And what about me? What did 7 get from
it?” [ 51 BCHOMHMII O MOJIOJIOM, O€CCMBICIIEHHO KPHUaBIIeM OJTy3HHKE, JIULIO KOTOPOTO 5
Ha0JII01a7 B TE€UEHNE HECKOJIBKUX MUHYT. Heykenu oH npumercst cerogHs 3a paboTy
YeJI0BEKOM, 0OJIbIIIe MPEKHEr0 HEHABUSIIUM TTOPOK U npa3aHocTs? U s, HakoHel, 4To 5
BbiHec?] (14:171). In the end, the narrative not only readdresses the question of its own value,
but also brings up the distressing possibility that it may be entirely negated, narratively
rehearsing the question central to the sketch’s treatment of the public spectacle of the guillotine:
has bearing witness to the punishment potentially done just as much violence, if not more, than
the original crime itself? Are the readers of the represented event equally implicated in the
transgressive nature of the act of witnessing it?*° Is the narrator worse off after (and on account
of) his performance of narrative authority?

I take this concern with the transgressive nature of witnessing to be my point of departure
from other readings that address the “ethics of observation” of “Tropmann,” as Robert Louis
Jackson has put it.** The sketch is as much about the transgression of narrative, and the violence
of vision, as it is the execution; it is preoccupied with spatial transgression and the ethical after-
effects (for the reader, narrator, and other witnesses present) of seeing what one ought not see.
Indeed, this is a narrator concerned not only with showing “everything that I saw” but also one
who actively probes and questions everything he did nof see, as well. The process of face-
reading as a means of gaining special, privileged access to the mind, soul, or character of others
is thrown into special relief in this sketch, as the narrator’s ability to perform this function
becomes one of his primary concerns. At times, the narrator’s process of face-reading abandons
visible signs, exceeds the limits of his possible knowledge, and penetrates directly into the minds
of characters.

For example, the narrator compiles a list of the prison governor’s features—his
moustache, “aquiline nose, immobile, rapacious eyes and a tiny skull”—that speak to his inner
qualities, before concluding that “even without his being aware of it, every gesture of his, every
word of his, at once showed us that he was a ‘reliable fellow’ (un gaillard solide), an utterly
loyal servant, who would not hesitate to carry out any order of his master” [Ho qa’ke TOMUMO €ro
BOJIH, 110 K&KJON ero yXBaTKe, 10 KaKJJOMY €ro CJIOBY Hellb3s ObUIO HE 3aMETHTh TOTYAC, YTO
3TO «MaJblil conuanblit» (un gaillard solide), cneno nmpenaHHbIM cayra, KOTOPBIA HE
MTOKOJICOJIETCSI UCTIONHUTH Kakoe Obl TO HU OBLIO MpHKa3zaHue cBoero rocmoaunHa. | (14:150). This
judgement, which starts out grounded in the observable before spilling over into the mind of the

3% Brumfield gestures towards this conclusion, noting that the “fine irony” of the sketch culminates in the
“suggestion of obscenity which Turgenev attaches to the apparatus of execution,” which not only fails to
curb man’s basest and most “aggressive instincts” but even serves to spur them on in the process. See also
Jackson, “The Ethics of Vision,” for a compelling reading of the ethical problems of vision, violence, and
narrative transgression that inhere in this sketch; Jackson takes the narrator’s gesture of averting his eyes
to be of “signal importance in the sketch; it not only gives final embodiment to the narrator’s persistent
thought that he had no right to be where he was, but points toward one of the principal thoughts of
Turgenev’s sketch: namely, that the witnessing of violence, crime, the physical or moral degradation of
another human being implicates the observer in the act of violence.” Brumfield, “Invitation to a
Beheading,” 29.

40 Jackson, “The Ethics of Vision,” 29.
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character, enters the domain of privileged narrative omniscience, informing the readers not just
of the governor’s features, but of what he is and is not internally aware of how those features
betray his inner qualities. Similarly, while the narrator observes the soldiers, policemen, workers,
and others present inside the prison primarily externally, noting that their “faces expressed
nothing but cold and patiently submissive boredom” (14:153), he adds conflict to the sketch by
speculating on their internal states, revealing characters’ unspoken disagreements with each other
by reading their faces. When narrating a discussion amongst the attendees about whether
Tropmann’s evident mania should prevent his execution, the narrator notes that several skeptics
“*followed his reasoning,” but, judging by their expressions, he scarcely convinced them”
(14:154).

Such moments do not strike the reader as unique; indeed, as we have seen, they have
been in Turgenev’s repertoire since the 1840s, and already mark the expected limits of his first-
person narrative voice. More interesting, however, are the moments during which the narrator’s
gaze fails to provide this inside view, which in this sketch ultimately outnumber those that
successfully lay bare character interiors, prompting the narrator’s anxious commentary on the
inadequacies of his own gaze. The crowd causes the narrator significant concern. The estimated
25,000 people gathered to witness the event are speaking and shouting together, but produce an
inhuman, “distant,” “hollow,” “unbroken,” “senseless” noise that the narrator is unable to
decipher, and on account of which he is unable to sleep: “And what, I could not help asking
myself, did this noise signify? Impatience, joy, malice? No! It did not serve as an echo of any
separate, any human feeling...it was simply the rumble and the roar of some elemental force” [
YTO TaKOe BBIPAXKAeT ATOT IIyM? nymaiock MHe... Herepnienue, pagocts, 3100y?.. Het!
HUKAKOMY OTAEIbHOMY, HUKAKOMY Y€JIOBEUECKOMY UyBCTBY HE CIIY>KUT OH OTT'OJIOCKOM. .. JTO,
mpocto, ryM u ram ctuxuu.] (14:155). Kept awake by all this commotion, the narrator walks
around the ramparts of the prison and turns to the faces of those gathered outside it, picking out
one young man in particular and closely annotating his features and gestures. However, he is
unable to read him, and is left wondering “What has happened inside this man?” [Uro
npoucxoamio B 3ToM uenoBeke?] (14:156). The narrator’s inability to read minds, despite his
catalogue of facial features, proves troubling.

When he finally enters Tropmann’s cell as the hour of execution approaches, the narrator
notes the facial expressions of everyone in his group, but concludes that he does not know “what
the others felt, but I felt terribly sick at heart.” [He 3Hato, 4T0 mouyBcTBOBaNM APYyTHE, HO Y MEHS
cwibHO 3ammemmiio Ha cepare] (14:159). He later wonders whether his feelings are shared, but
admits that he does not know “whether these ‘apprehensions’ occurred to anyone else.” [He
3HAI0, PUXOAWIIH JIU JPYTUM B TOJIOBY 3TH «omaceHus»...] (14:164). These moments are in
effect the reverse of the earlier sketches’ performance of narrative omniscience: they do not
profess the absence of privilege in the moment of performing it, but rather start off from a
position of assumed privilege while commenting on its now-evident (but unexpected) absence.
The lack of a penetrating, insightful, authoritative gaze is now the object of concern for this first-
person narrator, rather than a signpost of the work of his omniscience.

The narrator is particularly concerned by Tropmann’s head and face, and his
confrontation with the killer, which prompts the sketch’s central scene of “getting into” a
character’s head, playfully readdresses its twisty thematics that tie together vision, omniscience,
violation, and violence. The brain the narrator wants so desperately to penetrate and reveal will,
of course, soon be separated from its body, and will eventually reveal its secrets to the coroner
anyway, an irony that does not escape the narrator’s notice (14:151). In the eighth chapter of the

99 <6
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sketch, the narrator finally encounters and describes the physiology of Tropmann from a
distance, at first noting his facial features [ueproBosiocoe, uepHoriazoe nuio] (14:159) before
finally getting a good look at him. Here the strategies of face-reading really become
problematized, first as something gotten away with, as the narrator comments that “nothing
prevented me from scrutinizing his face carefully” [Hu4ro He Memano MHE XOpOIIEHBKO
pasrisneTs ero nuio], a phrase markedly self-aware of its own complicity in transgression.

Such face-reading is also marked as a now distressingly unhelpful means of analysis:
Although the narrator fully examines Tropmann’s features in excruciating detail (noting
particularly his unpleasant lips, animal-like mouth, and bad teeth), he unhappily reports that
these features actually reveal nothing, that

If you happened to meet such a man outside prison and not in such surroundings, he
would, no doubt, have made a good impression on you. Hundreds of such faces were to
be seen among young factory workers, pupils of public institutions, etc.

Bcerperech BbI ¢ Takoii (purypoii He B TIOpbME, HE TPU 3TOW 0OCTaHOBKE — BIICUATIICHUE
Ha Bac OHa, HaBEepHOE, Mpou3Besa Obl BeIrogHoe. COTHAMM MOMAJar0TCs MoJ00HBIE TN
MEXy MOJIOJBIMU (haOpHUHBIMU, BOCTIUTAHHUKAMH OOIIIECTBEHHBIX 3aBEICHHUN U T. TI.

(14:161)

The narrator’s face-reading, which could decipher the quality of Khor’s character or reveal the
inner workings of Radilov’s mind, here—when the stakes for face-reading have never been
higher—cannot decisively distinguish the face of a vicious murderer from that of a factory
worker or student.

A crisis of reading erupts once more, driving the narrator to question more deeply what is
going on inside Tropmann. He flits back and forth between the possibilities, wondering if it is
pure vanity that sustains the unnaturally calm condemned man, or a desire to show off before a
crowd of spectators and give one last “performance,” or “something else, some still undivined
feeling? ...That was a secret he took to the grave with him” [unu apyroe, eme He pa3ragaHHoe
qyBCTBO?.. DTO TaliHa, KOTOPYIO OH yHec ¢ co0oii B Mormity] (14:163). The professed
inscrutability of Tropmann’s mind does not stop the narrator from speculating, however; indeed,
just before the guillotine falls, he wonders

what that so obediently bent head was thinking of at that moment. Was it holding on
stubbornly and, as the saying is, with clenched teeth, to one and the same thought: ‘I
won’t break down!” Were all sorts of memories of the past, probably quite unimportant
ones, flashing through it at that moment? Was the memory of the face of one of the
members of the Kink family, twisted in the agony of death, passing through it? Or was it
simply trying not to think---that head, and was merely repeating to itself: ‘That’s nothing,
that doesn’t matter, we shall see, we shall see...” and would it go on repeating it till death
came crashing down upon it—and there would be nowhere to recoil from it? ...

HeBonbHO cTaBui s cebe BOMpOC: 0 YeM JyMAET B 3TY MHUHYTY 3Ta CTOJIb TOKOPHO
HaKJIOHEHHas TosioBa? JlepKUTCs JI OHA YIOPHO M, KaK TOBOPUTCSI, CTUCHYB 3yOBI, 32
OJIHY U Ty ke MbICIIb: «He mognamcst, Mo, si»; IPOXOIAT JIM BUXPEM 110 HEN
pa3HooOpa3HeIe — U, BEpOSITHO, BCE HE3HAYUTEIbHbIE BOCTIOMUHAHUS IPOILIOTO;
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MIPEJICTABIISAETCS JIU €i ¢ KaKoW-HUOYIb OCOOCHHOM MPEeACMEPTHOM IPUMAaCOi OJHH U3
4JIEHOB cMeliecTBa KMHKOB; MM OHA IPOCTO CTAapaeTcsi HU O YEM HE AyMaTh, 3Ta IOJI0Ba,
Y TOJIKO CTapaeTcsi HM O YeM He JlyMaTh, 3Ta T0JIOBa, U TOJILKO TBEPAUT caMoii cebde:
«2TO HUYETO, 3TO TAK, BOT Mbl IOCMOTPHM...», U OYZET OHA TaK TBEPAUTH JI0 TEX MOP,
MOKa CMEPTh HE OOPYIIUTCS HAa Hee — U OTIPSIHYTh OyJeT Hekya... (14:166)

This brief speculation enfolds a spectacular range of privilege—attempting to comment on
unobserved thoughts and memories, recorded even with the reliable quotation marks of reported
speech—into the same gaze that also remarks on its own frustrated attempts at reaching this
character’s interior. This intense moment of attempting to “get into” Tropmann’s head, however,
immediately precedes the separation of that head from his body, and as a result, the permanent
loss of any access to his secrets, apart from those the coroner can pick at afterwards (14:151).
Before it can spill its guts, then, the object of the narrator’s incisive, penetrating gaze has its guts
spilled; the “unveiling which destroys the secret” clashes violently with the attempt at a
“revelation which does it justice.”*!

This playful connection draws our attention to the ethics of bearing witness to violence,
as well as to the violence of bearing witness at all. Just as he remarks on the uncomfortable
privilege of his access to Tropmann’s cell, so too does the narrator cast a spotlight on the act of
transgression inherent to his omniscient attempts at “getting into”” someone’s head, by aligning it
so closely with the crime and ultimate punishment of Tropmann — with the head that keeps its
secret, but at a great cost. The narrator frequently echoes this tension by constantly reasserting
his concerns with his transgressions in space, which result in a felt illicit surplus of vision on his
part. He comments throughout the sketch on his unexpected sense of privilege in what he
witnesses—"it was proposed that I should be admitted to the prison itself together with a small
number of other privileged persons” [MHe npeziaragy BKIIOYUTh MEHS B YUCIO HEMHOTHX
MPUBUJIETUPOBAHHBIX JIUL, KOTOPBIM pa3peraeTcs JOCTYI B caMmyto TiopbMy| (14:147)—which
results in an uneasy feeling of complicity in the execution itself.

This feeling soon becomes literalized, as the inhuman, indecipherable crowd of people
initially mistakes him for the executioner [BOT 0H... BOT OH... 3TO OH! — IPOU3HECTIO HECKOIHKO
rOJIOCOB BOKPYT Hac.-- 3HaeTe uTo? — cKa3aj MHe BAPYT J{iokaH. — Bac mpuHUMAIOT 3a 3€LIHETO
nanada. «Xopoiee Havano!» -- mogymanoch Mue] (14:149). The boundary between witnessing
in narrative and participating in violence becomes hazier still as, two chapters later, the hands of
the real executioner remind the narrator of Pushkin’s “Poltava” (14:152). Foreshadowing the
ending of the sketch, the narrator opts not to watch the executioner’s trial-run of the guillotine,
because “the feeling of some unknown transgression committed by myself, of some secret
shame, was growing stronger and stronger inside me” (14:157). The “only innocent creatures
among us all,” he exclaims, are the horses. The narrative act is on par with the executioner’s
here: both sever the brain from the body, opening it up — only to become party to violence, and to
find out nothing.

After all this set up, the narrator famously—and controversially—looks away at the last
moment, unable to bring himself to watch the actual decapitation. However, no detail of the
guillotining is lost as a result of this turning-away, since the execution has already been
excruciatingly detailed up to that point.*> When watching Tropmann earlier, the narrator has

“ Newton, Narrative Ethics, 47.
42 See Jackson, “The Ethics of Vision,” 30-31.
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already vividly imagined his “slender, youthful neck” being smashed, picturing “a line cut
straight across it...there, I thought, a five-hundred-pound axe would in a few moments pass,
smashing the vertebrae and cutting through the veins and muscles” [u 0cOG€HHO OT 3TO¥i TOHKOIA,
IOHOILIECKOM 111eu... BooOpakeHrne HeBOIBHO MPOBOAMIIO 110 HEW MOMEpEeyHyIo 4epTy... Bot TyT,
IyMaJIoCh MHE, Yepe3 HECKOJIbKO MIHOBEHHM, pa3apo0JIsisa MO3BOHKH, pacceKas MyCKYJIbl U
KHJIBL, IPOUJET AecaTunyaoBblil Tonop] (14:166). Here, as in “The Clatter of Wheels,” the
unwitnessed violent crime is prefigured and replaced by its rehearsal in the narrator’s
imagination, who ultimately does not see the beheading just as he ultimately is not robbed and
killed by the giant drunk. Both of these unwitnessed events do, however, happen to other people,
leaving open the question of the narrator’s complicity: his turning-away from the grisly
decapitation leaves him no less a party to it, just as his supposedly privileged field of vision
leaves him no safer on the nighttime road to Tula.

Despite not watching the axe succeed physically where he has failed narratively—in
penetrating Tropmann’s head—in the moment before he turns away the narrator performs a
different penetration of his own. He engages in directly omniscient speculation, detailed above,
that darts between all the different things that might be going through Tropmann’s brain. The
violent and transgressive complicity of the narrator’s vision then continues even while he is
looking away from the guillotine: instead of looking at Tropmann in his final moments, he
instead watches a sentry, who in turn is watching him “with dull perplexity and horror.” In these
twenty seconds of observation, the narrator has time “to think that that soldier probably hailed
from some god-forsaken village and came from a decent, law-abiding family—and the things he
had to see now!” [l ycmen maxe mogyMmath, 4TO BOT 3TOT COJJIAT, OBITh MOXKET, POJOM U3 KaKOM-
HUOYIb TIyXOH ePeBEHbKH, U3 CMUPHON M JOOPOIl CeMbH, -- U TEeNEPb — YTO €My IPUXOJUTCS
BujeTh!| (14:168-69). This is not so much a looking-away, then, as a recast and heightened
looking-in. The moment of supposedly occluded vision gives way to another moment of intense
visual scrutiny, which not only bears all the markers of narrative omniscience, but that also pairs
that act with violence.

Afterwards, the crowd seems exhausted, and the narrator repeats the guillotining
metaphor, noting that they look like a weight has been lifted off their shoulders [cioBHO 00y3a
cBasmtack ¢ mied] (14:169-170), a playful pun that, as Jackson has noted, reinforces their
complicity in the event by laying out the price for such violence: they are as-if guillotined by the
narrator’s gaze.* The sketch then concludes by making one final omniscient move, noting how,
although no one seemed “like a man who realized that he had been present at the performance of
the act of social justice,” everyone had nonetheless “tried to turn away in spirit and, as it were,
shake off the responsibility for this murder” [Ho HUKTO U3 Hac, peMIUTENIEHO HUKTO HE CMOTpEI
YeJI0OBEKOM, KOTOPBIN CO3HAET, YTO MPUCYTCTBOBAJ IIPU COBEPILIEHUH aKTa OOIIECTBEHHOTO
MIPAaBOCYIHSI: BCAKHMIA CTapaJiCsi MBICIIEHHO OTBEPHYTHCS U KaK ObI COPOCHUTH C ce0st
OTBETCTBEHHOCTH B 3TOM yoOwmiicTge...| (14:170).

The conclusion pairs distance with presence, narration with complicity, and violence with
vision: on the one hand, although the narrator avoids witnessing the violent execution, he has
still represented it narratively, speculatively mapping it out beforehand in precise, graphic, and
gory detail. On the other, although he purportedly distances himself from this violence, his act
merely substitutes one transgression for another, confidently reporting on the spirits and feelings
of everyone present, as well as imagining the interior states of both Tropmann’s head and the
sentry who does watch it get cut off. The real punishment that concerns this sketch is not

# Ibid., 34.
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necessarily the titular execution, but the consequences of transgressive, privileged observation,
which lay death and violence at the feet of the omniscient narrator who watches it.

VII. Conclusions

As they pose (and in variform ways render answerable) the question “What has happened
inside this man?”, Turgenev’s narratives perform a seemingly contradictory double-duty, both
constructing the inner and outer worlds of characters (whose outside must be probed before the
inside can be penetrated and made known), and also rendering the barrier separating them
difficult to cross. Turgenev’s narrators are frequently possessed of a privileged field of vision,
crossing the boundary between body and mind to reveal that which is veiled, often by parsing the
veil itself; however, they also anxiously disavow the very possibility of such a field of vision at
all, leaving the objects of their penetrating gaze, at times even within the same sentence, liminal
in their opacity, here revealing their interiors, there concealing them.

This leaves the body—and particularly the face—the surface on which Turgenev’s
narrators make visible the work of their omniscience. His narrators decode the faces of
characters, reading external signs for their internal signifieds. Indeed, scholars have long noted
the centrality of the body to the representation of the mind in Turgenev, whose narrators render
the otherwise hidden interiors of characters legible by cataloging and parsing phrenological and
physiological details, from Evgeny Bazarov’s large, intelligent forehead to Jean-Baptiste
Tropmann’s dark eyes. ** However, in Turgenev’s later sketches, the body and the face—once
the site of insight, the easy entryway into the mind—increasingly become surfaces fraught with
ethical problems, as privileged fields of vision become entangled with, on the one hand,
questions of violation on the part of the observer, and on the other, responsibility towards those
observed. While the epistemologically invested narrativizing gaze becomes ever more erotic (for
the representation of figural consciousness is inextricably wrapped up in looking at, probing, and
penetrating the body), so too does it become ever more ethically charged, caught up in averring
the problematic consequences of privileged knowledge from within narrative positions that all
the same produce (as well as rely on) it.

Turgenev’s narratives seem to be over time increasingly interested in interrogating the
stakes of their own ability to make minds transparent, as well as to represent others doing the
same. The transactional nature of the exchange of privileged information between the narrator
and characters of Turgenev’s early Sketches floods the interpersonal relationships between the
characters of his later work, who all collaborate in a system of surveillance, while an
authoritative narrative voice stages proof of its own superiority. Turgenev’s narrative
omniscience makes visible its authority not only by establishing boundaries just to represent
itself transgressing them, but also by attending to the stakes of that transgression, drawing
attention to a gaze that is epistemologically invested, erotically charged, and undeniably ethically
focused.

* Particularly influential was the work of Swiss physiognomist Johann Caspar Lavater (1741-1801),
whose works Turgenev studied and recommended to his friends. Edmund Heir outlines Turgenev’s
indebtedness to the science of physiognomy and particularly details his propensity for judging, creating,
and representing characters by their appearances, first and foremost. See Heir, Literary Portraiture in
Nineteenth-Century Russian Prose (Vienna: Bohlau Verlag, 1993), 127-52. For analyses of Lavater’s
particular influence on Turgenev’s methods of characterization, see E. Siegel, “Speak Softly,” and W. G.
Westeijn, “The Description of the Appearances of Characters in Turgenev’s Novels (in particular Fathers
and Sons)” in Turgenev: Art, Ideology, and Legacy, op. cit.



43

CHAPTER 2

“That’s the horrible part: I understand everything!” !
The ethics of misreading the other in Dostoevsky’s Poor Folk and “The Meek One”

I. Introduction

Amidst unreliable narrators, unrequited love, and unprevented suicides, Dostoevsky’s
work draws attention to the ethical choices his characters make, and in the process, questions the
ethics of narrative itself. The title of this chapter points to a problem that runs deep in
Dostoevsky’s thought, stretching from his literary debut, the 1845 epistolary novel Poor Folk
[benusie moau, 1846], to the late short story “The Meek One” [KpoTkasi, 1876]: the problem of
other minds, and of the character-narrators who confidently misread them. In representing
character-narrators who misread other characters, who fail to make minds transparent,
Dostoevsky’s narratives invite readers to attend to the limits of this transparency, as well as to
the ethical consequences of our reading it.

Standing over his dead wife, the unnamed pawnbroker narrator of Dostoevsky’s “The
Meek One” soliloquizes her corpse. Fretting at the prospect of her body’s removal, the narrator
unwittingly reveals the real source of his anxiety: “While she’s still here, everything is still
alright; I go up and look at her every minute. But they will take her away tomorrow and—how
can I stay here alone?” [Bot moka oHa 3/1ech—eIIie BC€ XOPOIIIO: MOAX0XKY U CMOTPIO
MIOMUHYTHO; @ YHECYT 3aBTpa U—Kak ke 5 ocTanych oaun?] (24:6). For the pawnbroker, the loss
of his partner pales in comparison with the loss of his audience, for his wife has ever served as
his mute sounding-board, constantly playing the role of character to his narrator, her thoughts
made legible with suspicious ease, her life relegated to a footnote in the story of her husband’s
ability to narrate it reliably. This narrator makes constant reference to his sharp memory, total
understanding of the events of his marriage, and absolute ability to read his wife’s mind in her
face, actions, and tone of voice, but in the process leaves the reader both acutely aware of the
dominating one-sidedness of his narrative, and immediately wary of the amount of discursive
control to which he lays claim.

Seemingly at the opposite end of the spectrum of Dostoevsky’s character-narrators stands
his first, the lowly but eager clerk Makar Devushkin, whose love letters to his beloved neighbor
Varvara Dobroselova are collected in the epistolary novel Poor Folk. “I already know you’re
thinking about me” [¥Yx 3Hato, 4To u Bbl 000 MHe TaMm aymaete] (1:14), Makar writes to Varvara
as he gazes through his window at hers. Reading into the position of her curtains, he finds proof
of her returned affections, turning her into the object not only of his affection and gaze, but of his
narrative as well.

This objectification in turn engenders a slew of questions about this character-narrator’s
knowledge: does Makar Devushkin in fact know that she is thinking of him? Can he? If he is
wrong (he is), what position is the reader then to take to the novel whose characters are made
known only by the potentially faulty narrativizing of other characters? Whose misreadings we
learn about only by reading them ourselves? As it turns out, Varvara is not only not thinking of
him, but has only signaled him by mistake. Once given the remit to question the character-
narrator’s reliability in this way, the reader is shuffled into a space above and against the first-

' B TOM-TO 1 Bech ykac Moi, uTo s Bcé nonumato! (24:6). Translations of Poor Folk and “The Meek
One” are drawn (and amended) from Hugh Aplin’s and David Magarshack’s. Citations of Dostoevsky
refer to Polnoe sobranie sochnenii v tridtsati tomakh (Leningrad: Nauka, 1982).
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person narrative of the novel’s letters, invited to see through Makar Devushkin’s narrative in
order to question the stakes that prop it up.

In such scenes of represented misreading, Poor Folk and “The Meek One” draw attention
to the ethical consequences of a narrativizing, totalizing gaze that attempts—and fails—to
“understand everything” about the other. The reader is from the start invited to question the ways
of reading and knowing that the narratives model and, as a result, to consider the ethical
consequences of such reading. In Poor Folk, the way characters read narratives bleeds into the
way they read each other, making it ever more significant that Makar Devushkin’s literary tastes
and abilities are questionable at best. Makar’s famous misreading of Pushkin and Gogol—in
which he conflates essential distinctions between narrator and author, between reader and
character—mirror those of his own letters, where he remains naive to the limits of his ability to
narrate and read others.

Poor Folk is at its heart an ethically fraught novel, shot-through with a hypocritical
anxiety, which coheres around the rendering of the mind of the other by a character-narrator who
lacks omniscience, but who still strives for something like it anyway. The privileged knowledge
produced by omniscient third-person narrative greatly discomforts Makar Devushkin when he
encounters it in fiction, and yet he also attempts to read (and to know) Varvara Alekseevna in a
way that mirrors the fictional narratives that cause him such distress. Written into the novel is a
deep concern with narrative ethics, mapped out as a problem of narrative voice, strung along the
tension between first- and third-person narration, between limitation and omniscience.

Despite their ostensible dissimilarities, I take the narrator of “The Meek One” to be the
grotesque and tragic fulfilment of the problematic misreading of the other first mapped out in the
letters of Makar Devushkin.? Their echoed misreadings draw attention to the shared task these
works demand of their own readers: we must be better readers than these character-narrators,
able to read between the lines of what Makar Devushkin says just as we are able to see beyond
the frame of what the pawnbroker narrates. By modelling situations in which naive misreading
and problematic narrating overlap, both “The Meek One” and Poor Folk invite the reader to
question the ethical problems inherent to all narrative, belied by the mutually confident (but
equally mistaken) pronouncements, “I understand everything,” and “I already know you’re
thinking about me.””

21 am indebted here to several recent and compelling readings of Poor Folk, notably Carol Apollonio’s
“against the grain” reexamination of Makar’s less-than-innocent motives, in which she convincingly
argues that Makar Devushkin “has a dark side that prefigures the most complex and sinister figures of
Dostoevsky’s later fiction.” Apollonio, Dostoevsky’s Secrets, 14. See also Robin Feuer Miller’s
interpretation of the intersection of reading and writing in the novel’s letters. Miller, “Dostoevsky’s Poor
People: Reading as if for Life,” in Reading in Russia: Practices of Reading and Literary Communication.
Ed. Damiano Rebbechini & Raffaella Vassena (Milan: Ledizioni, 2014), 151-60.

3 Recent Dostoevsky scholarship has also attended to this ethical dimension of his work. Alexander
Spektor in particular has examined how in Dostoevsky, the side-effect of authorship and narration is “the
usurpation of power over others.” Spektor, Narrative Ethics in the First-Person Prose of Fyodor
Dotoevsky and Witold Grombowicz, 192. Deborah A Martinsen examines how, after Crime and
Punishment, Dostoevsky’s narratives work to imbue readers with a sense of shame, turning reading into
“a redemptive tool that stimulates ethical changes.” Martinsen, Surprised by Shame: Dostoevsky’s Liars
and Narrative Exposure (Columbus: Ohio State UP, 2003), 12. For a thorough examination of how texts
ethically negotiate interpersonal relationships in The Idiot, see Sarah J. Young, Dostoevsky’s The Idiot
and the Ethical Foundations of Narrative: Reading, Narrating, Scripting (London: Anthem, 2004).
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I1. The problem of character-narrators

As character narrators, Makar Devushkin and the pawnbroker are always already defined
by their limitations. Possessed of potentially unreliable, often first-person narrative voices, the
stories of character-narrators are from the start charged with the reader’s expectations of their
limits. Character-narrators can explain the world around them, but can only ever guess as to the
contents of the mind of the other. Wayne Booth contrasts the limitation of these “dramatized
narrators”—who appear as characters in their own narratives—with the more privileged
observers and narrator-agents that are marked by the rhetorical power of an “inside view” to
other characters’ psyches.* Seymour Chatman reinforces this rhetorical tack, noting that narrative
authority is limited by the degree to which narrators have “entrée” into characters’ minds.>

Abandoning these terms that anthropomorphize narrating agents, Gerard Genette instead
offers “heterodiegetic” and “homodiegetic” to distinguish narrative voices from those that
include themselves as characters in their own telling from those that do not.®* Homodiegetic and
first-person narrators are generally marked by their lack of omniscience—and, therefore, of full
narrative authority— although, as Dorrit Cohn notes, in many ways “a first-person narrator’s
relationship to his past self parallels a narrator’s relationship to his protagonist in a third-person
novel,” as such narrators have access to a large amount of psychological information about their
minds and past selves.” Still, she concludes, first-person narrative is bound by its “less free
access” to other characters’ psyches, which distinguishes it from omniscient third-person (or, in
Genette’s terms, non-focalized heterodiegetic) narrative, limited instead to making what Kate
Hamburger terms inherently unreliable “feigned reality statements.”®

The distinction between narrative points of view thus becomes one of relative
empowerment (who can say what about whom?), cast in terms of knowledge (what do they
know, and how?) and our response to its origin (what position is the reader to take to the
unreliable nature of character-narration?). But what happens when character-narrators stray into
the territory of omniscience, and know more than they should? When a first-person narrator,
bereft of an “inside view” into the minds of others, still bemoans the weight of “knowing
everything?” Such moments are often cast as a violation of the narrative’s order. Genette terms
such a narrative situation “paralepsis,” in which a focalizer gives away too much information.’
Others have picked up on these narrative infractions and extrapolated further: Ruediger Heinze
maps out a typology of different sorts of paraleptic violations of focalization, as, for example, the
superiority of a narrating-1 (commenting with foreknowledge and the benefit of experience) over
his past self is distinct from a voice narrating from an inaccessible point, like beyond the grave.!°

On the opposite end of the narratology spectrum, James Phelan maps out these
distinctions as a typology of different functions (in character-narration, for example, the
“character function” is dominant) laid over different figures, adapted from Booth (narrator,
implied author, actual reader), whose relationships to each other invoke an emotional and ethical

* Booth, The Rhetoric of Fiction (Chicago: U of Chicago P, 1983), 160-61.

> Chatman, Story and Discourse: Narrative Structure in Fiction and Film (Ithaca: Cornell UP, 1978),
212-13.

® Genette, Narrative Discourse, 244-45.

" Cohn, Transparent Minds, 143-44.

¥ Hamburger, The Logic of Literature, trans. Marilynn J. Rose (Bloomington: Indiana UP, 1973), 316.
? Genette, Narrative Discourse, 203.

12 See Ruidiger Heinze, “Violations of Mimetic Epistemology in First-Person Narrative Fiction,”
Narrative, Vol. 16, No. 3 (October 2008), 279-97.
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reaction on the part of the reader to this narrative-as-rhetoric. Phelan terms character-narrators
who exceed the expected boundaries of their field of vision to be guilty of varying degrees of
representational overstepping, “underreporting” here, “misreading” there.!!

The problem with these approaches to character-narration, argues Paul Dawson, is that
they conflate the simple rhetorical devices of storytelling with logical infractions, resulting in a
sort of “epistemological fallacy” that leads narrative scholars down the rabbit-hole of worriedly
attributing vision, voice, and intentionality to a variety of different agents to satisfy an invented
“problematics of knowledge.”!? Dawson writes that this unfortunate preoccupation—with the
question “to which agent do we assign responsibility for impossible knowledge?”—traces back
to Genette’s separation of voice and focalization, which “prioritizes knowing over saying,” and
assumes a source of knowledge that must be accessed before it may be narrated.'* Such a view
makes a problem out of unjustified omniscience on the part of character-narrators; their failure to
comment on the source of their “illicit knowledge” becomes an epistemological dilemma, when
of course their “knowledge” and their representation of it are simultaneous constructs of the text,
not events that unfold in time. As a way to counter to the (in his view, unnecessary)
preoccupation with cataloguing the varying degrees to which impossible knowledge may be
justified or illicit, and to move beyond the reductive valuations inherent in terming such
moments “violations” or “infractions,” Dawson cites David Herman’s work on “virtual
focalization,” and recasts first-person omniscience as simply one of several possible rhetorical
tactics taken up by a narrator at any given time, suggesting it to be the product of hypothetical
focalization through an imagined agent, the perspective of omniscient narration if such narration
were possible, regardless if it is not.'*

In Poor Folk and “The Meek One,” however, infractions on the part of limited narrators
are less a preoccupation thrust on the text by over-analyzing narratologists, than the
preoccupation of the texts themselves. A problematics of narrative knowledge—defined by an
anxiety over the source and reliability of the knowledge possessed by characters, as well as a
sharp awareness of the distinction between omniscience and limitation, between third- and first-
person narration—becomes the central problem Poor Folk and “The Meek One” address.
Questions over the source of the narrators’ knowledge are rendered moot from the start of both
works, which task readers not with questioning the validity of narrative knowledge, but rather
with interrogating its effects, and attending to its consequences: namely, the effacement of the
other. Dostoevsky’s works limn what is at stake when character-narrators attempt—and fail—to
“understand everything” about the people in their lives, about the other characters in the works in
which they also appear. Exceeding the limits of their field of vision—performing what the
narratologists above would term epistemological infractions, or paralepsis—the narrators of Poor
Folk and “The Meek One” transform their coevals into characters, their potential interlocutors
into narrative subordinates, texts to be read, aesthetically consummated, written-out, and, in
Bakhtin’s terms, “measured up in full and added up in every detail.”!> These works make a show

' See Phelan, Living to Tell About It, 5, 12-13, 23, 28, 50.

12 Dawson, The Return of the Omniscient Narrator, 196.

B Ibid., p. 199.

' Ibid., pp. 204-206.

' In his early, unfinished essay “Author and Hero in Aesthetic Activity” [ABTOp 1 repoii B 5CT€THUECKOH
nestenpHOCTH | M. M. Bakhtin posits that the embodied hero’s life echoes the sound of a requiem, for the
artistic vision that consummates the hero aesthetically “anticipates from the very outset the hero’s
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of pointing out the paucity of their narrators’ gazes, and of highlighting the reductive nature of
their misreading.

I11. The Poems of Makar Devushkin

Poor Folk collects the letters of the poor clerk Makar Alekseevich Devushkin and his
beloved neighbor Varvara Alekseevna Dobroselova, whose exchanges give shape to an
ostensibly tragic story of unrequited love. Despite his attentive affection, Varvara ultimately
rejects Makar (and ends their correspondence, as well as the novel) by entering into a loveless
marriage of convenience with the odious but wealthy suitor Bykov.

Poor Folk immediately draws the reader’s attention not just to the central role played by
the acts of reading and narrating, but also to their attendant acts of impoverishment. This is partly
the inescapable result of genre: in the epistolary novel, the other can only be known through the
act of reading about them—or of narrating about oneself to them—in a letter. The novel is the
story both of its characters as narrators, as well as of its narrators as characters; Makar and
Varvara narrate their own lives to each other in their correspondence, while also featuring as
characters within each other’s writing. The novel’s basic generic conceit (that two separated
character-narrators write and receive letters) presupposes the necessity of the absence of physical
intimacy, a gap to be filled-in with fextual intimacy instead: the plot of the epistolary novel
hinges on the distance separating its characters in order for its content to exist in the first place
(Fraanje 15). Their narration is therefore loaded; it renders moot the question of their relationship
from the very start.

This separation leads to an inevitable tension—between absence and presence, between
the textual and the physical—which is only further increased by the distance in time between the
action of the plot and its subsequent narration. At times this additional, temporal separation can
result in a tension in the identity of the letter writers themselves, who confront their past selves in
the act of framing themselves in words, giving rise to competing versions of events presented by
different character-narrators.'® Bakhtin famously expounds on how these tensions work in
Dostoevsky’s novel, noting that the characters’ letters are shot-through with an intense
sensitivity to their words’ potential reception, which fills the narrative with a cringing, sideways-
looking bias.!”

hopelessness with respect to meaning,” presenting us with the “whole hero, measured in full and added up
in every detail,” a “formally dead” aesthetic construct. Bakhtin, “Author and Hero in Aesthetic Activity,”
in Art and Answerability: Early Philosophical Essays by M. M. Bakhtin, ed. M. Holquist & V. Liapunov
(Austin: U of Texas P, 1990), 130-31.

' In Poor Folk, Makar Devushkin must, for example, contend with his bouts of drunkenness, as
represented in the letters he receives, although we never witness these events except in competing stories
about them. Joe Bray suggests that the epistolary novel presents a unique narrative situation for the
exploration of psychological tensions like these, as “epistolary narrative...oscillates between unity and
disintegration of self.” See Bray, The Epistolary Novel: Representations of Consciousness (London:
Routledge, 2003),16.

'7 The centrality of reading and writing to the novel—including its attendant tensions—has long been the
subject of scholarly concern. M. M. Bakhtin famously points to the apprehensive style that colors
Makar’s letters with an intense sensitivity to their potential reception, highlighting how narrative mediates
the relationships between the characters. Bakhtin, Problems of Dostoevsky’s Poetics, 204-207. Robin
Feuer Miller examines how the written word negotiates both Makar and Varvara’s relationship to each
other, as well as their understanding of themselves, leading to a tension between lived-life and narrative
about it, manifesting in the characters’ “obsessive need to narrate their stories in order to craft a version of
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The foregrounding of narrative questions in Poor Folk, however, includes and exceeds
these basic tensions, be they native to the epistolary genre or particular to Dostoevsky’s
polyphony. For Dostoevsky’s novel is a late, self-conscious re-activation of the epistolary form,
already an outdated genre by the 1840s. As such, it is aware of—and plays with—the generic
conventions that give shape to its letters, and impoverishes not only the characters, but even the
necessary gaps that separate them; the distance between these Poor Folk is not the tragic
impossibility of a morganatic marriage, but merely a shoddy courtyard between two apartment
buildings. The story of these characters as narrators—who gesture across the courtyard at each
other—coheres around how Makar Devushkin and Varvara Alekseevna read each other, and not
only about each other. As character-narrators, bereft of an “inside view” of each other, their
knowledge is frustratingly incomplete, not to say poor, always defined by gaps, and literally
limited by the scope of the two curtained window-frames on either side of the courtyard.!®

This courtyard is (literally) central to the novel’s structure. Situated as the physical half-
way point between the two letter-writers’ windows, which frame their limited view of each other,
the courtyard parodies the conceits of the epistolary novel. Makar Devushkin is aware his textual
intimacy with Varvara—who is many years his junior, as well as his distant cousin—might
attract unwanted attention. Constantly afraid of being found out, of being talked about, of what it
will “be like when they find everything out about us” [HO BC€ e, caMH paccyiuTe Bbl, MaTOUKa,
KaKOBO 3TO OyJeT, KOr/ia OHU BCE y3HAIOT Npo Hac? YTO-TO OHU MOAYMAIOT U YTO OHH CKaXYT
torga?] (1:26), Makar worries what people would say should they see him traversing the
courtyard toward Varvara’s building (1:21). He later fears that people—from the courtyard—
point up at her window, and that “in our apartment, everyone knows everything down to the last
detail” [B kBapTHpe y Hac Bce Bc€ 10 nocneaHero 3HatoT] (1:69-70). The courtyard is the
physical space that Makar’s writing must cross, but which he himself cannot, for the continuation
of their textual contact (and with it, the novel) renders moot the question of their physical
intimacy. The courtyard also literalizes the novel’s narrative ethical concerns, for publicizing
private correspondence, and knowing “everything, down to the last detail,” is precisely what the
epistolary novel seemingly allows the reader of Poor Folk to do. The novel pushes us into the
position of the voyeuristic, gossipy, gawking onlooker from the courtyard, pointing at us as we
spy on its protagonists, never allowing us to forget the violation inherent to the act of reading it.

However, the dreaded narration of “everything down to the last detail” is precisely the
task Makar Devushkin sets for himself. He overwhelmingly understands himself in terms of his
own access to narratives, as well as his ability to construct them. He constantly references
stories, novels, newspapers, and writers, and the literariness of his neighbors indexes for him
their positive value. When describing his squalid apartment building to Varvara Alekseevna in
the novel’s first letter, Makar Devushkin excitedly writes that one neighbor has a job “something
to do with literature,” and that “he’s a well-read man [...] a clever man!” [UnHOBHUK OJMH €CTh
(OH rAe-TO MO JIUTEPATYPON YaCTH), YETOBEK HAUUTAHHBIH [...] — ymHbIH yenoBek!] (1:16). He is
particularly fond of his neighbor Rataziaev, a hack writer whose racy novels he praises as
“lovely grub, and not literature! It’s such a delight — flowers, simply flowers; you make a

themselves through words that can render their existence bearable.” Miller, “Dostoevsky’s Poor People,”
155.

'8 Carol de Dobay Rifelj explores the implications of narratives that represent character-narrators
frustrated by the “necessary incompleteness of narrative.” de Dobay Rifelj, Reading the Other: Novels
and the Problems of Other Minds (Ann Arbor: The U of Michigan P, 1992), 21.
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bouquet from every page!” [06benenue, a He nureparypa! [Ipenects Takasi, IBETHI, IPOCTO
I[BETHI CO BCSAKOM cTpaHuIlbl Oyket Bsoku!] (1:51).

Makar’s comically poor understanding of literature is equaled only by his poor taste in it:
when praising his neighbor for being well-read, for example, Makar naively equates the epics of
Homer with Baron Brambeus, the penname of Osip Ivanovich Senkovskii, editor of the thick
journal Library for Reading [bubnuoreka mist utenus| and author of minor but popular
fantastical stories (1:16). Determined to divine Varvara’s tastes, Makar copies out and sends her
passages from Rataziaev’s novels, which she immediately rejects (1:50-51, 55), scolding him for
having sent her the “most worthless, horrid little” books and wondering if, “joking aside, surely
you don’t like such books, do you, Makar Alekseevich?”” [Kpome mryToxk, Heyskeinu BaM HpaBsTCS
takue kHmKk, Makap AnekceeBnu?] (1:50). Despite these objections, Makar Devushkin
defends Rataziaev’s prose, not noticing that his writing is trite, hyperbolic, and ludicrous (1:50-
51)." Thanks to his association with Rataziaev’s literary circles, Makar also reads the
conservative Northern Bee and the popular French novelist Paul de Kock, although he later
claims to have read only three things: the dense, 700-page treatise The Picture of Man [Kaptuna
uenoseka, 1834], by Russian Schellingist A. I. Galich,?° which Makar simply notes was an “wise
composition” [ymHoe counnenue] (1:85), the 1813 Zhukovsky translation of Schiller’s ballad
“The Cranes of Ibykus,” which is rife with historical references and mythical allusions that likely
went over his head, and a section of the translation of the torrid multi-volume novel The Little
Chimer [Le Petit Carillonneur, 1809] by Francois Guillaume Ducray-Duminil?!, whose novels
would later be used by Victor Hugo to index characters with poor taste, in life as in literature.?

All the same, despite his poor reading habits, Makar insists that Rataziaev’s occasional
literary evenings have taught him the value of literature. But when he confusedly extols its
virtues to Varvara, the cracks in his understanding begin to show:

And it’s a good thing, Varenka, literature, a very good thing; I learned this from them
three days ago. A profound thing! A thing that strengthens people’s hearts, instructs, and
— various other things about all this are written in this little book of theirs.

A xopolas Bellb TUTEpaTypa, BapeHbka, 04eHb XOpo1Ias; 3TO 51 OT HUX TPETErO JHS
y3Hai1. [myOokas Bemb! Cepiie jiroielt yKpeIUIsionias, oyJarolas, ¥ — pa3Hoe TaM eIlie
000 BceM 00 3TOM B KHIDKKE y HUX HamucaHo (1:51).

' See Terras, who outlines how the excerpts from Rataziaev’s work parody M. N. Zagoskin, Polevoi, A.
A. Bestuzhev-Marinskii, Gogol, and “third-rate Gothic novels of the 1830s.” Victor Terras, The Young
Dostoevsky (1846-49): A Critical Study (The Hague: Mouton, 1969), 244-45. The new critical edition of
Poor Folk (Ed. K. A. Barsht. Moscow: Ladomir, 2015) notes that the stories Rataziaev’s works parody
are boulevard and adventure novels not popular since the 1830s (see 566-67n124).

20 See Frank, Dostoevsky: The Seeds of Revolt, 1821-1849, (Princeton: Princeton UP, 1976), 155, and A.
L. Galich, Kartina cheloveka — opyt nastavitel 'nago chteniia o predmetakh samopoznaniia dlia vsekh
obrazovannykh soslovii. (SPb: Imperatorskaia akademiia nauk, 1834).

2! See Ducray-Duminil, The Little Chimer: a tale (London: Henry Coburn, 1810).

22 See Book 111, Chapter 2 of V. Hugo, Les Miserables, trans. 1. F. Hapgood (New York: Thomas Crowell
& Co, 1887), in which Madame Thenardier is decried as a “coarse, vicious woman” for dabbling in
“stupid romances” thanks to the influence of Ducray-Duminil’s novels.
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With this confused definition—which stops short of naming the third thing literature
accomplishes, besides instructing and strengthening hearts, collapsing instead into the citation of
the work whose value we already know to question—we recognize the comic naivete of Makar’s
poor taste, and also come to understand that #e does not. The novel forces us to question Makar’s
adulation of [what he understands to be] literature, resulting in a sort of bathetic fallacy: by
casting a spotlight on Makar’s poor reading habits—as the “bouquet” of literary “flowers” that so
“strengthens the heart” turns out only to be the turgid prose of a derivative hack, or the text of a
dense treatise he likely neither read nor understood—~Poor Folk undercuts the praise its
protagonist casts on its own medium.

The displaying of Makar’s reading habits serves double duty: Poor Folk makes a show of
Makar’s poor reading, figured as a part of our own. In recognizing Makar’s comically scatter-
shot taste and low-quality preferences, the close reader of Poor Folk is forced not only to admit
the quality—in contradistinction—of her own, but also to question a// of Makar’s now-tainted
literary opinions, including the unvarnished praise he heaps on everything literary. The novel
invites us to question whether so many wonderful examples of literature ever could be “written
in this little book of theirs” and, by extension, into “this little book of” ours, Poor Folk. In so
doing, the novel pushes its reader into an antagonistic stance, from which we question how much
of a “profound” or “very good thing” this literature of his really might be.

Poor Folk’s self-aware, self-undercutting project of questioning the unquestioned value
of narrative—including its own—undercuts itself again by casting Makar—a frustratingly
agrammatical civil servant—as one of its only two narrator-protagonists. While the novel makes
a point of showing how Makar’s endless adulation for everything literary grinds against the
quality of his actual reading choices, the stylistic inadequacies of its protagonist come as no
surprise. Indeed, Makar’s concern with his own literary inadequacies fundamentally informs his
self-understanding. He makes constant, disappointed references to his lack of formal education
(1:24), as well as to the deficits of his style and literary talent: “I confess, my dear, I’ve no talent
for description, and I know, without anyone pointing it out and mocking, that if I want to write
anything a bit more involved, then I’ll come out with a lot of nonsense.” [Co3Hatoch, MaTouka,
HE MacTep OMUCHIBATh, U 3HAIO0, 0€3 Uy)KOTO MHOTO YKa3aHUs U NePEeCMEUBAHUs, YTO €CIIU 3aX0Uy
4YTO-HUOY/b HAaIUCaTh N03aTeiiinBee, Tak B3nopy Haropoxy] (1:21). His job—a further literary
allusion—reinforces this identity: like Gogol’s Akaky Akakievich?*, Makar Devushkin works as
a copying clerk, redrafting documents without style or embellishment (1:48). At Rataziaev’s
literary evenings, Makar Devushkin finds himself ashamed of his own inarticulateness (1:51),
and yearns for a better style, which Varvara Alekseevna sometimes faults for being “extremely
uneven” [y Bac cior upe3BbruaiiHo HepoBHEIH | (1:70). To be sure, his letters ramble; his sentence
fragments, drowned in diminutive forms, run-on into each other as often as they drift off into
ellipses, as he loses his train of thought on the page.**

} The intertextual references Poor Folk makes to Gogol have received a clear and thorough formulation
by Rebecca Epstein Matveyev in her “Textuality and Intertextuality in Dostoevsky’s Poor Folk,” in SEEJ,
vol. 39, no. 4 (Winter, 1995). See also Gary Rosenshield, “Old Pokrovskij: Technique and Meaning in a
Character Foil in Dostoevskii’s Poor Folk,” New Perspectives on Nineteenth-Century Russian Prose. Ed.
G. Gutsche and L. Leighton (Columbus: Slavica, 1982) and Victor Terras, The Young Dostoevsky.

* Victor Terras notes that Makar Devushkin’s speech is marked by “subliterary” religious phrases, often
awkward and illogical sentence structures, the occasional mangled French word, and the bureaucratic
jargon of contemporary Petersburg. Terras, The Young Dostoevsky, 160-61.
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Just as Poor Folk makes a show of how Makar heaps praise only on pulpy trash or on
things he has not read, playfully to take aim at Makar’s estimation (as well as our own) of
literature’s inherent, assumed value, so too does it play with the frustrating experience of reading
Makar’s choppy style: his dream, it turns out, is not just to become a writer, but to be a popular,
publicly recognized one. Makar explains to Varvara that he dreams of putting out a book entitled
The Poems of Makar Devushkin. He does not elaborate on its table of contents. Indeed, after
proposing this title, he lays bare his real concerns, immediately asking: “Well what would you
say then, my little angel? How would you look on, what would you think of that?” [Hy 4to 651
BBI TOT'JIa CKa3aiu, Mo aHrenbunk? Kak Ol BaM 3TO mipeacTaBmiiochk u mogymanock?]. He goes
on to imagine that he might even become the cause of a public scene on Nevsky Prospect when
he’s recognized by his readers as the author of the as-yet-unwritten verse: “What would it be like
then, when everyone could say that here comes the composer of literature and poet Devushkin,
that that really is Devushkin himself!” [Benp kakoBo 3T0 Ob110 OBI, KOT/1a OBI BCSIKHI CKa3aj, YTO
BOT JIe UJIeT COYMHUTEIb JIUTEPATYPhl U MUUTA JIeBYIIKUH, YTO BOT, IECKaTh, 3TO M €CTh CaM
Hesymkun!] (1:53). Makar’s dream is not actually to write, but to be seen already as a writer, as
a “nmuTta,” even. The irony here is thick: in gauging Varvara’s response to his future,
hypothetical writing within (and, certainly, in spite of) his current writing, Makar—the
Rataziaev-reader without a poem to his name—fantasizes about dealing with the consequences
of literary celebrity.

Although Makar certainly puts the literary cart before the horse in daydreaming about
being mobbed by the fans of his unwritten poems, his question to Varvara lays bare what else
Poor Folk shows literature doing: he desperately wants to impress her. His letters to her cross
another courtyard, so to speak, for with Varvara, Makar constructs his own reading public,
pointedly asking her “what she would think of” his being published. His daydreams of writing
serve as a means of constructing a narrative about himself, of emplotting this famous, nuura-
Makar—the main character of his own daydreams, written-out in the letter—into a story that sees
him raised in Varvara’s eyes as the hypothetical future author of 7he Poems of Makar
Devushkin. The textual supplants the physical once more, as Makar’s flirtations with authorship
turn back around into flirtations with Varvara. In this exchange of value, though, it is difficult to
divine direction: Does Varvara’s imagined reaction to his publishing the book index its value for
him, or does Varvara’s status already as his reader signal her own positive qualities? Does he
dream of writing to impress her, or does he praise literature because she reads? s she the stand-
in, or the goal? In his dream she features, after all, as one of the potentially adoring fans.

Makar’s relationship with Varvara is therefore decidedly textual, even beyond the frame
of the letters themselves. The giving and receiving of books also feature heavily in their
relationship, and Makar sets himself the task of discerning and satisfying Varvara’s literary taste,
a tricky goal that he finds hard to fulfil, but which sets up another moment of dramatic irony.
While the deficiencies of the derivative Rataziaev texts Makar sends Varvara are beyond his
ability to understand, for the reader of Poor Folk—who is, by extension, already also the reader
of Turgenev, Herzen, Odoevsky, Belinsky, Panaeva, and the others published alongside
Dostoevsky’s novel in the 1846 Petersburg Collection [IlerepOyprckuii cOopauk]|—they are
obvious. But just like his dream of becoming a writer, here Makar’s attempt to satisfy Varvara’s
picky taste rubs up against his attempt to know her.

When promising to send her a book to read, he outlines her possible desires as a function
of his earnestly hopeful knowledge of %er, not of the text itself, which he has not read:
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But as far as a book is concerned, I can’t get hold of one anywhere for the time being.
They say there is one book here that’s good and written in a very elevated style; they say
it’s good, I haven’t read it myself, but they really praise it here. I asked for it for myself;
they’ve promised to pass it on. But will you read it? You’re a choosy one in that respect;
it’s hard to satisfy your taste, I know you, sweetheart.

A 4TO 10 KHMXKEK KacaeTcs, TO 10CTaTh IOKaMeCT HUTJE He MOTy. EcThb TyT, ToBOpAT,
XOpolIasi KHUKKA OJJHAa U BECbMa BBICOKUM CJIOT'OM HAIMCaHHAs; TOBOPSIT, YTO XOPOLIa, 5
caM He YuTal, a 371eCh OUeHb XBaJAT. S mpocui ee 1i1st cedst; 00enanuch MpernpoBOAUTS.
Tonbko Oyzaere 1 BBI-TO UnTath? Bl y MEHS Ha 3TOT CUET MIPUBEPEIHUIIA; TPYAHO
yroJIUTh Ha Balll BKYC, YK 5 Bac 3HaI0, TOJyOUYMK BBl MOI; BaM, BEPHO, BCE
CTUXOTBOPCTBO Ha/1I00HO, BO3/IbIXaHUI1, aMypOB, -- HY, U CTUXOB JJOCTaHy, BCETO
JI0CTaHy; TaM €CTh T€TpaJKa oAHa nepenucanHas. (1:25)

This episode highlights the antinomies central to Makar’s letters: the hope of giving Varvara
Alekseevna the right book rests on Makar Devushkin’s ability to scrutinize what he finds to be
her inscrutable tastes; the difficulty he bemoans with “it’s hard to guess your taste” [TpyaHO
yroauTh Ha Baill BKyc] is immediately obviated by his assertive follow-up: “I already know you”
[yx s Bac 3Hat0]. Choosing the right book is predicated on composing the right narrative about
her first.

In moments like these, Poor Folk invites its reader to see the narcissistic and reductive
qualities that underwrite Makar Devushkin’s letters. It is once more through text that Makar tries
to cross the courtyard, as the process of reading is inextricably wrapped up in the shape of his
desire. Book-giving here pays lip service to Varvara’s mind as an unknowable other, while also
framing her mind as the already known quantity, serving as just another vehicle for Makar
Devushkin to demonstrate his devotion, and to prove his intimate, privileged knowledge. The
narratives he constructs for her, about her, dovetail with the narratives he might read or produce
himself: while he finds it hard “to guess” her taste, he will always already assert that he “knows
her,” just as the value of the contents of the Poems of Makar Devushkin pale in comparison to
the weight of the imaginary narrativized outcome of their being published. But in making us
aware that we are better readers than Makar Devushkin, the novel makes a show of
demonstrating how his task—given the insurmountable deficiencies of his style, reading habits,
and taste—is impossible for him. Poor Folk doubles-down on its representation of the pathetic
antinomies of Makar’s readings, reminding us of the impossibility of his ever satisfying Varvara
textually.

IV. Misreading the other as text

When Makar tells Varvara that he “knows her,” in the same moment that he reveals he
very obviously does not—to her as to the reader of Poor Folk—the novel rehearses the
antinomies of his reading habits: Makar Devushkin displays his lack of narrative authority in the
same moment he asserts it, showing off his reading while also actually showing us its poverty,
reaffirming that—if he thinks he knows Varvara’s taste, just as he thinks he knows Galich’s
treatise is “a very wise composition”—he has accurately read neither. In a novel where reading
literature dovetails with reading the other, it becomes all the more important that Makar is not
just a reader of poor literature, but a poor reader of the world around him as well, lacking in
narrative authority, despite striving for it. The novel displays not only how the textual sublates
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the physical, replacing the haptic and the intimate with courtyard-crossing writing, but also just
the opposite: Makar’s writing turns Varvara into a consumable, into a text. She not only appears
as a character in his writing, but is herself rendered (questionably) legible, a text not only to be
read, but to be read-out, to be exhausted. Poor Folk hinges on the reader making the same
realization about Makar’s misreading of texts as of the other [text] he reads: Varvara herself.
Poor Folk’s first letter reveals this process at work. In the novel’s first paragraph, Makar
Devushkin excitedly writes to Varvara that she has preternaturally understood what his “heart
wanted,” that she had correctly divined his “hints” to her that she should fold back the curtain of
her window, and that she then showed herself at the now-open window, clearly thinking of him:

So you really did understand what it was [ wanted, what my little heart wanted! I see the
corner of the curtain at your window is folded back and attached to the pot of balsam in
just exactly the way I was hinting to you that time; and straight away it seemed to me that
your little face appeared for a moment at the window too, and that you too were looking
in my direction from your little room, that you too were thinking of me.

Tak BbI-TakM MOHSIM, YETO MHE XOTEJIOCh, YEr0 CEpAYHUILIKY MOeMy XoTenock! By,
YroJI0YeK 3aHaBECKH y OKHA BAILIETO 3arHyT U MPHIEIUICH K TOPUIKY ¢ 0a1b3aMHHOM,
TOYHEXOHBKO TaK, KaK s BaM TOT'Jla HAMEKaJ; TyT ke MOKa3aJI0Ch MHE, YTO U JIMYUKO
BaIlle MEJIBKHYJIO Y OKHA, YTO U BBl KO MHE M3 KOMHATKH Ballleil CMOTPENH, YTO U BBl 000
MHe nymaid. 1 kak jke MHe J0cajiHO ObLI0, TOyOUYHK MO, YTO MUJIOBUAHOTO JTMYUKA-TO
BAIIIETO 51 HE MOT pas3risifaeTh XxopoueHbko! (1:13)

Thanks to the novel’s organizing frame—the work of the hand of the implied author that has
collected these letters in this order, titling them Poor Folk and appending an epigraph—the
reader is immediately made aware that they have no one to trust on this matter but Makar
Devushkin, the subjective first-person character-narrator, whose letters are clearly flooded with
an anxiety oriented towards their reception. Because our access to the letters starts here, Poor
Folk immediately casts a spotlight on the reader’s inability to confirm Makar’s assertions; these
“hints” he recalls may be as imaginary as the meaning behind the drawn curtain. Indeed, Makar
assigns self-confirming meaning to Varvara’s gestures, making of them a system of signs
between the two of them, an idiolect that has explicit meaning that all-too-conveniently simply
confirms his own desires.

The novel asks the attentive reader already to take notice of the stakes of Makar’s
potential misreading, as at the end of this first letter he even notes that, despite all of this secret
signaling (through the courtyard), he still cannot even see her face (1:13). Nevertheless, Makar
writes that it seems like Varvara was gesturing at him, addressing him (1:14) and then maps out
an entire secret grammar for these gestures and what they mean:

If you lower the curtain, that means, ‘Goodbye, Makar Alekseevich, it’s time for bed!” If
you raise it, that means, ‘Good morning, Makar Alkseevich, how did you sleep?’ or,
‘How’s your health, Makar Alekseevich? So far as I’'m concerned, thank God, I’'m healthy
and well!’
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[MonpimMeTe — 3HAUUT, ¢ 10OpBHIM yTpoM, Makap AsekceeBrud, KaKOBO-TO BbI CIIAJIU, HITH:
KaKOBO-TO BbI B BallleM 3/10poBbe, Makap AnekceeBud? UTo ke 0 MEHs KacaeTcs, TO s,
cllaBa TBOPILY, 310poBa 1 6maromonydna! (1:14).

Thanks to this special argot between the two of them, the novel almost short-circuits before it
even begins, as the code Makar reads into the position of Varvara’s curtains means “we don’t
even need letters!” [u mucem He Hyx)HO!] (1:14).

Here Makar narrates a story between and about the two of them, casting himself above
Varvara by dint of his ability to discern, read, and render transparent her intentions. However,
the novel makes us immediately aware that Makar is punching above his weight, exceeding the
boundaries of the first-person character-narrator by making of Varvara’s interior a known
quantity, a transparent object, an interpretable system of signs to be read out in the position of a
curtain (otherwise, of course, a device for obscuring, rather than revealing). Varvara dismantles
the entirety of his code by casually noting: “I didn’t even think about the curtain; it must have
got hooked up by itself when I was rearranging the pots; there you are!” [[Ipo 3anaBecky u He
JymMana; OHa, BEpHO, caMa 3allenuiach, KOT/Ia s TOPIIKH repectapiisiia; BoT Bam!] (1:18). Thanks
to Varvara’s dismissal, Makar is put back into his place across the courtyard, narratively
speaking. His story is rejected, and his misreading made known.

Throughout the novel, however, Makar Devushkin assiduously defends the superior
narrative position he first attempts to achieve in this first letter. He insulates himself from all
who would narrate his story differently, or who would cast him as anything other than as
Varvara’s watchful protector. She is the text to be read, to be consumed, and he is her only
accurate close reader. He guards his superior narrative position jealously, constantly in search of
more privileged knowledge about her. Before beginning the inset story about her past life and
experiences with Pokrovsky, for example, Varvara notes how impatient Makar has been to read
it, and gain more information about her; she later notes that Makar has, through a similar
mechanism of reading, attempted to access her interiority and feel her feelings: “Yesterday you
kept looking into my eyes to read in them what I was feeling, and you were enraptured by my
delight” [Buepa BbI Tak 1 cMOTpeNu MHE B TJ1a3a, YTOO MPOUYUTATh B HUX TO, UTO 51 UyBCTBYIO, U
BOCXHIIAMKUCH BocToproM mouM| (1:46, emphasis mine). This extends to other characters, too:
Makar even admits to having followed a fellow clerk home to learn more about his life, and to
have spied on an argument between two other co-workers, in just the same way he will later fear
the narrator of “The Overcoat” might do to him (1:67).

In a playful moment, the novel again points to the paradoxical stakes behind Makar’s
readings: Makar posits in the letter of August 1 that the problem of being thoughtlessly rendered
in someone else’s story, of being gossiped or written about, of being impoverished by being
reduced to a character or a trope, is the primary problem faced by poor folk (1:68), notably the
only appearance of the full titular phrase in the novel. Makar’s fear is made manifest as he
realizes in horror that his nosey neighbor has told everyone in his office about his relationship
with Varvara, but this pales in comparison to Rataziaev’s “vile design” of rendering Varvara and
Makar as literary characters, and putting them in a satire [HO Bc€ ke 3TO HUYTO epe/i THYCHBIM
HamepeHneM PaTa3sieBa HacC ¢ BaMu B IUTEPATypy CBOIO TIOMECTUTH M B TOHKOM caTUpe Hac
ormucats] (1:70). In this playful moment, Poor Folk hints at its own possible diegetic authorship:
might Rataziaev be the novel’s frame narrator?

He certainly serves at least as a shadow frame narrator, a competing narrative authority
threatening Makar’s, and threatening him precisely with authorship; Makar fears that Rataziaev
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will, in turning him into the character of some future fiction, cast him negatively in the narrative
of his relationship with Varvara, as when, in the letter of August 11, Makar bemoans that he has
earned the nickname “Lovelace” at the office, after Samuel Richardson’s aristocratic libertine.?
However, Rataziaev’s may be more than just an empty threat; in what I have called the novel’s
ironizing, self-effacing stance, Poor Folk—just as it invites the reader to question the
unquestioned praise of all things literary, given Makar’s inclinations—here suggests the possibly
impure motive of its own unseen organizing hand (which has assembled and ordered these
private letters, likely against the wishes of its protagonist-narrators; has appended an epigraph
that derides literature; and has even titled the resulting collection Poor Folk, a quote directly—
and only—citing Makar’s fears of being narrated).

Makar Devushkin’s greatest anxieties cohere around his position as a first-person
character-narrator, ever in search of more privileged knowledge, ever striving for a superior
narrative position. He fears losing control over his little love-story, where his character Varvara’s
mind is open to him, and her gestures entirely parsable by him alone; he jealously guards this
position, rejects the narrativizing of other characters (and potential narrators), and is mortified at
the thought that others, too, might be privy to his privileged knowledge: as he realizes in horror
about the people in his apartment, “they know everything!” [onu Teneps Bc€ 3Ha10T, 000 BceM
W3BECTHEBI, U 00 Bac, poJHAast MOsI, 3HAIOT, K 000 BCEM, UTO HU €CTh Y Bac, 000 BceM 3HaIoT! |
(1:79).

Makar’s fears also belie a willful ignorance of his own position, and limn the stakes of
the novel’s narrative: knowing “everything down to the last detail”—his fear of being found out,
of being pointed to by the neighbors from the courtyard—is, after all, his own goal with Varvara,
just as it is the inevitable result of Poor Folk itself. While he fears the violation of his and
Varvara’s privacy, and while he finds the thought of being rendered as a character in another’s
narrative greatly disturbing, he spends his own days peering at her through his window, and
already constantly renders her as a character in his own narratives, even making her intentions
legible in the movement of the curtains that frame his view. Poor Folk, in constantly drawing
attention to the consequences of Makar’s misreadings, makes us aware anew of our own.

V. Misreading texts as others

Through the contradictions of Makar’s letters, Poor Folk highlights what is at stake when
narrators attempt to unveil “everything down to the last detail.” The subjective, first-person
narration of character-narrators, like Makar Devushkin, lacks the authoritative privilege of
omniscience. However, in striving for it anyway, Makar turns his letters into a site of self-
exposure, revealing his desires in his attempt to demonstrate his knowledge of Varvara’s.?¢
Makar’s letters straddle the divide between private and public, between omniscience and
limitation, between what’s behind the window-curtain and what’s out in the courtyard. And yet,

despite the prevalent over-reaching and misreading of Makar’s own letters, these very concerns

%3 Joseph Frank, contrariwise, sees this comparison as an invitation to the reader to compare Devushkin
with his literary antecedent, by which “Dostoevsky exhibits the moral preeminence of the humble clerk
over the brilliant but selfish and destructive aristocrat.” Frank, Dostoevsky: The Seeds of Revolt, 150. 1
instead side with Carol Apollonio in suggesting that we are meant to take this comparison at face value.

2% Martinsen— in examining how the “authorially supplied surplus of vision of Dostoevsky’s texts reveals
a gap between the narrative abilities of character-narrators and author”—sees this process of self-
exposure at work throughout Dostoevsky’s narratives as a function of narrative voice. Martinsen,
Surprised by Shame, 12.
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still greatly upset him when he encounters them on the page, in the narratives of the writers that
Varvara sends him.

Makar embraces Pushkin’s short story “The Stationmaster” [CTaHIMOHHBIH
cmotputens|, which he reads from the collection Tales of the Late Ivan Petrovich Belkin
[[ToBecTn mokoitHoro MBana [lerpoBuya benkuna, 1831] that Varvara sends him. He feels his
entire life is laid out on the page (1:59), and strongly identifies with the title character, who
drinks himself to death after losing his daughter to a rich suitor. While his sympathetic reading
seems to reflect his understanding of his relationship with Varvara Alekseevna, it is of course
superficial and aesthetically flawed, and he misses entirely the tale’s parodic intent and ironic
stance. As Rebecca Epstein Matveyev notes, “central to a reading of ‘The Stationmaster’ is the
realization that Vyrin perishes not because Dunya is seduced, but because the bereft father
assumes that she must inevitably be cruelly abandoned. Unfortunately, his viewpoint never
converges with his daughter’s reality.”?’ Failing to grasp the central irony that Vyrin’s daughter
Dunya has bettered herself substantially by her marriage, Makar Devushkin instead
superimposes himself onto the pathetic titular character, and his reading of Dunya onto Varvara.
He later relays to Varvara Rataziaev’s dismissal of Pushkin, who tells him that the tale is all very
old fashioned, and that books even have pictures now (1:60).

Poor Folk again draws our attention to the consequences of misreading; this moment,
however, is also nearly recursively metatextual. We recognize that Makar’s identification with
literary characters is an unaesthetic blunder, and yet the novel has also forced us into a similar
position: we once again are reading about reading, invited to contrast our own taste with
Makar’s, in the same moment that we recognize the naivete of /is comparing himself with a
literary character. The contradictions of this letter continue: Maker feels his interior has
somehow been accessed, that his heart has been turned out and put on the page: “but you read
this — it’s like I wrote it myself, it’s as if, to give an example, my own heart, such as it is, he took
it, turned it inside out for people and described everything in detail — that’s what!” [...a 310
YHUTaEIllb, -- CIOBHO CaM HalKCal, TOYHO 3TO, IPUMEPHO FOBOPS, MOE COOCTBEHHOE Ceplie,
KaKo€ YK OHO TaM HH €CTb, B3sUI €T0, JIOASM BRIBOPOTHII H3HAHKOH, J1a M OMHcal BCE MOAPOOHO
— Bot Kak!] (1:59). Makar’s opinion of the story limns the novel’s self-referentiality, as well as
the stakes of his reading, as here Makar nearly realizes that he is a character in the same moment
that he claims status as an author; he has, of course, already been turned “inside out,” and had
everything intimate about himself “described [...] in detail” (by and in Poor Folk), but in opining
“it’s like I wrote it myself,” puts himself—the “nuuTa” of the unwritten Poems of Makar
Devsuhkin—on equal footing with Pushkin.

Literature here—in Makar’s understanding of it—seems dangerously to skirt the borders
of the violation, gossip, and courtyard-gawking narration of “everything down to the last detail”
that Makar ordinarily so fears. “The Stationmaster” escapes his condemnation because he
obliviously takes it to be a morality tale immediately applicable to his own life, and by extension
to Varvara’s. In praising it to her without reservation, he clearly hopes she will take away the
same lesson he did: that Pushkin’s Dunya—who, in his reading, was wrong to leave her poor
father—is not a model to be followed. Makar then extends this reading of Pushkin outward to the
rest of his life, mapping out an ethics of reading the other based on his reading of the story. He
not only identifies himself with the title character (and Varvara with his daughter), but also maps
out the possibility of such a plot—and of such hidden interiors—onto other people in his life. He

27 See Matveyev, “Textuality and Intertextuality in Dostoevsky’s Poor Folk,” 537-8.
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exclaims that the same story could even be true, perhaps, of the clerk who lives in his building,
or of some count that lives on Nevsky Prospect (1:59).

From within its own diegetic world, Poor Folk explores the dangers of conflating real
people with characters in the diegetic worlds of texts, of making too-easy a continuum between
fiction and reality. On the one hand, Makar’s reading enriches his life by suggesting the
heretofore unknown richness of the lives of others, but on the other hand, it makes of those lives
something readable, knowable, and exhaustible. If a character can be known in this way—that is,
narratively, thanks to the field of vision of an omniscient narrator, and in terms of their
emplottedness in a story—can another person also be so known??® And what happens when
someone who reads as badly and as naively as Makar attempts to read others in this way?

Makar soon grapples with this problem again in his reading of Gogol’s short story, “The
Overcoat” [I[Tunens, 1842].%° In the story, the intensely pathetic petty clerk and copyist Akaky
Akakievich Basmachkin—a clear antecedent for Devushkin—saves up for a desperately needed
new overcoat, overpays, has it stolen, and dies soon thereafter, only to haunt the residents of
Petersburg as a ghost, seeking vengeance for the crime that killed him. Makar responds to the
twisty, ironic, supernatural story very negatively: he first defends his own position in life,
insisting that he has never been caught doing anything wrong (1:62), seemingly conflating
Gogol’s narrator with Varvara. As with the Pushkin character before, here again Makar identifies
wholesale with the hero of a story, but now he also objects to the narrative means of supplying
access to that character’s interior life.

The same conflation that allows Makar to sympathize with Samson Vyrin causes him to
vehemently reject the narrative situation of “The Overcoat,” and to decry its narrative voice as
that of an unwelcome, judgmental spy. He bemoans that he—like Akaky Akakievich, who takes
extreme measures to save money—Iives in his corner, sometimes tiptoes in the rain so as to not
ruin his shoes, and sometimes goes without tea, but still should not fear the imposition of such a
narrator’s gaze into his life. He wonders if he, too, is meant to go around spying on people like
this: “And what, do I look into everyone’s mouths, saying, ‘What’s that he’s chewing?’” [[la
pasBe st CMOTPIO B pOT KaXJIOMY, YTO, IeCKaTh, Kakoi OH TaM Kycok xkyeT?] (1:62). He then takes
over the role of the narrator that he so despises, constructing his own butchered and comically
nonsensical version of the story, in which Akaky recovers his lost overcoat, is given a raise,
earns the respect of his peers, and does not die (1:63). His final word on the story reverses his
position somewhat, as he seems to come around to the character’s fictionality: “I mean, it’s an

28 As noted in the introduction to this dissertation, the ethics of this continuum has been a point of
contention for scholars of narrative ethics. In Love’s Knowledge, Martha Nussbaum locates the value of
fiction in its construction of ethical test cases, against which we as readers can judge ourselves and our
own moral reactions to the situations modelled by characters on the page. On the opposite end of the
spectrum, Candace Vogler argues not only that the limits of possible human knowledge preclude a
responsible adaptation of our means of knowing literary characters to real-world ethical situations, but
also that our self-understanding hinges on this very distinction: we are ungraspable and unknowable only
in contradistinction to characters, about whom we can know everything.

%% The centrality of this Gogol story, as well as Makar’s reading of it, to Poor Folk has been extensively
explored, notably by Victor Terras, who notes the double-edged sword of Makar’s reading, as he insists
that he overlaps with Akaky Akakievich just as Dostoevsky begins to drop hints that distinguish Makar
from Gogol’s character. Terras, The Young Dostoevsky, 245. See also V. Vinogradov, who considers the
implications of Makar Devushkin’s rewriting of Gogol’s story in “Shkola sentimental ' nogo naturalizma
(roman Dostoevskogo Bednye liudi na fone literaturnoi evoliutsii 40-x godov)”, in Izbrannye trudy (M:
Nauka, 1976), 174.



58

ill-intentioned little book, Varenka; it’s simply unrealistic, because it couldn’t be the case that
such a clerk existed. And I mean, after something like that you’ve got to make a complaint,
Varenka, a formal complaint” [/]a Beas 3T0 3110HAMEpeHHas: KHIXKKA, BapeHbKa; 3TO IpOCTO
HEMPaBAONO00HO, TOTOMY YTO M CIIYYUTHCS HE MOXET, 4YTOObI ObLT TaKOM YMHOBHUK. [la Beb
1ocJje TaKoro HaJo JKanoBaThes, Bapenbka, popmanbsHo xanoBatecs.]| (1:63). This last objection,
of course, both ignores the story’s supernatural ending, and also unwittingly rehearses its
opening line, which shies away from naming the specific department in which Akaky works for
fear of official complaints and reprisals generated by just such a naive readership: “Nowadays
every private individual considers the whole of society insulted in his person.” [Teneps yxe
BCSKOM YaCTHBIM YEJOBEK CUMTAET B JIUIIE CBOEM OCKOPOJIEHHBIM BCE 001ecTBo. ]

A tension of narrative voice inheres in Makar Devushkin’s main objections to the
Pushkin and Gogol stories. His naive reading posits the real existence not only of Gogol’s
characters, but of his narrator as well, in the process conflating the specialized, privileged
knowledge of omniscience with a grounding in reality that it cannot have: as with Rataziaev
before, here Makar fears once again that he, too, may be followed around by a judgmental
narrator, only to have his apartment and lifestyle derided. His objection to Varvara that such a
clerk as Akaky cannot really exist belies the larger problem underwriting his reading: that
actually such a narrator—who spies and reports on the inner lives of people without difficulty—
cannot exist. Makar Devushkin’s rejection of this narrator’s knowledge stages a clash of two
opposed narrative voices: Makar, the limited first-person narrator of his own letters, which are
informed by his voyeuristic misreading of Varvara, is appalled by the conventions of voyeurism
employed by the third-person, omniscient narrative he also misreads. This negative reaction,
however, also taps into a hypocritical vein of Makar’s own self-identity, for he actively strives to
be just such a narrator, and takes up the mantle of rewriting the story himself. In doing so, Makar
Devushkin again draws our attention to the ethics of his own gaze, which has all along been
reductively fixing Varvara as the emplotted and knowable character that he so fears becoming
himself.

VI. The value of reading

Makar Devushkin’s rejection of the Gogol story and embrace of the Pushkin one before it
form flip sides of the same narrative coin. Makar’s misreadings invite the reader to read between
the lines of Makar’s happy identification with Samson Vyrin, and to see the implications of his
emphatic rejection of the Gogol story,*! casting a spotlight both on Makar’s desire to cross the
courtyard, as well as on its impossibility. His misreading reflects again the novel’s ironically
self-effacing stance, which has cast doubt on the motives of its potential frame narrator, has
paradoxically forced the reader to identify with a character’s reading about over-identifying with
literary characters, has parodied the conceits of its genre, and has attenuated the assumed value
of literature writ large.

Makar’s misreading gives shape to the novel’s narrative ethics. The epistemological
stakes of Makar’s attempts to render Varvara a knowable character, possessed of a readable,
transparent mind, reveal a possessive and objectifying impulse at work in his role as a narrator,
and belie the hypocrisy of his objections to Gogol’s spying, voyeuristic narrator. Makar’s
objections to the fictional stories he misreads once again draw our attention to the ethics not only

ON. V. Gogol, Polnoe sobranie sochinenii v 14-kh tomakh, (M: 1zd’stvo AN SSSR, 1938), 3:241.
3! Donna Orwin also suggests that the remit to read Makar Devushkin’s letters accurately forces us into a
position outside them. Orwin, Consequences of Consciousness (Stanford: Stanford UP, 2007), 52.
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of his gaze, but also of our own: on the one hand, by Makar Devushkin’s reckoning, the reader of
Poor Folk is, after all, engaged in an intrusive act of eavesdropping, peeking in on the private
correspondence of two people, participating in the very activity of spying that so upsets Makar.
On the other hand, the novel simultaneously puts its reader in the same position: in being made
aware that Makar’s readings are naive, we are also made aware that we are reducing Makar to
serving a role in the reaffirmation of our own superiority, where he acts as a mirror for our own
readings. In questioning whether Varvara’s curtain-movement may have been a secret signal—
before we know it was not—we are forced to rehearse his effacement of her alterity, and in the
end, to echo Makar’s question as to the value of reading. Does it “instruct,” does it “strengthen
the heart,” or does it—in forcing us to confront the ethics of our gaze as readers—do a third
thing, implied but left unspoken in Makar’s list of what “they have written in this little book”
about that “very good thing?”

Poor Folk is overtly concerned with representing this third effect of reading: its ethical
consequences. Indeed, the impoverishing effects of such a narrative voice as Makar’s—ever
exceeding its field of vision while denying its responsibility, bemoaning the implications of
voyeuristic omniscience in the moment of performing it—inheres in the novel from its first lines.
The novel’s epigraph cites V. F. Odoevsky’s tale “The Living Corpse” [2)KuBoii meptset, 1844],
which rehearses the unaesthetic interpretation of fiction that would not be out of place for a
Makar Devushkin or a Rataziaev, holding storytellers accountable for the perceived uselessness
of their narratives.>? The epigraph [slightly mis-]quotes the end of Odoevsky’s tale, when its
narrator—the dissolute, dishonest civil servant Vasilii Kuz’mich Aristidov—awakens from a
long dream he had taken to be his own death, and curses the storytellers and novelists he holds
responsible for feeding his overactive imagination:

Oh, I’'m fed up with these storytellers! Rather than write something improving, nice,
something that makes you feel good, they insist on digging up all the dirt from under the
ground!...They ought to be banned from writing! I mean, whatever is it like: you’re
reading...and you unwittingly fall into thought — and then all sorts of rubbish comes into
your head; truly, I would ban them from writing; I really would ban them altogether.

Ox yx 5TH MHE cKa3ounuku! Het uTo6bl HanucaTh YT0-HUOYIb MOJIE3HOE, IPHATHOE,
YCIIAJUTENBHOE, @ TO BCIO OJAHOTOTHYIO B 3€MJIE BBIPBIBAIOT!.. BOT yK 3ampeTui 661 uM
nucath! Hy, Ha 9TO 5TO MOXOXKE: YMTAEID... HEBOJBHO 3a1yMa€elIbCs, — a TaM BCAKasl
npebeieHb M TIOUIET B FOJIOBY; IIPABO Obl, 3aIIPETHII UM IIUCATh; TAK-TAKU IIPOCTO BOBCE
oObl 3anperu. (1:13)*

This quotation could have been lifted from one of Makar Devushkin’s letters; the rest of
Odoevsky’s story, however, serves as a narrative experiment in furnishing privileged knowledge
to an otherwise unprivileged narrator.

32 For a full accounting of the connections between Odoevsky and Dostoevsky, who knew each other
well, see: E. E. Vishnevskaia, V. F. Odoevskii v istorii knizhnoi kul tury Rossii (Moscow: Pashkov dom,
2014), and Neil Cornwell’s Odoevsky’s four pathways into modern fiction (Manchester: Manchester UP,
2010), Viadimir Odoevsky and Romantic Poets: Collected Essays (Providence: Berghahn, 1998), and The
life, times, and milieu of V. F. Odoevsky, 1804-1869 (Athens, OH: Ohio UP, 1986).

33 Citations from “The Living Corpse” are taken from V. F. Odoevskii, “Zhivoi mertvets” in Povesti i
rasskazy (M: Gos. izdat. khud. lit., 1959).
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Aristidov, a first-person narrator, has an out-of-body experience and realizes he has
turned into a ghost, which leaves him unable to interact with the rest of the world, but still free to
observe it. He uses these newfound powers to spy on his office mates and family members from
the afterlife, listening in on their conversations to hear what people say about him and how they
react when they realize he has died (309). Aristidov is powerless to intervene, however, as he
tracks his influence on those he has left behind, and is horrified to see his niece fall into iniquity
and be sent to prison, and later his son poison Aristidov’s brother, following his father’s cold and
calculating example. The tale combines many different stylistic registers: Aristidov’s first-person
recollection of his experience as a ghost shifts to a form of dramatic dialogue, complete with
stage directions, once he begins to eavesdrop on the conversations of the living, which then gives
way to a third-person, omniscient narrative voice only after Aristidov wakes up.

“The Living Corpse”—with its voyeuristic, unselfaware narrator—prefaces the
problematic ethics of Makar Devushkin’s misreading of other people. As a narrator, Makar is
caught between the poles of the third-person narrative of the end of Odoevsky’s tale, and the
first-person narrative of its beginning; he is a limited narrator who strives for a more privileged,
a more authoritative voice, but who rejects the literary conventions of narrative authority in the
process. This tension, central to both the Odoevsky epigraph as well as Makar’s letters, is
restaged by the naive aesthetics of Makar’s famous misreading of Pushkin and Gogol, which
underscores the novel’s concern with the ethical consequences of narrative.

Poor Folk is in large part the story of reading the mind of the other, and making it
narratively accessible. Just as we track the inconsistencies between Makar Devushkin’s desire to
read Varvara Alekseevna and his success in doing so, so too do we follow his taste as a reader of
fiction, culminating in his naive rejection of the heterodiegetic narrative of Gogol’s and
Pushkin’s short stories. But Makar’s rejection of omniscience (and, in the process, his conflation
of the devices typical of third-person narrators with those of first-person narrators) draws our
attention to his own narratives, which until this point have effaced Varvara’s ability to “mean”
outside his ability to “read” her.

However, Varvara Alekseevna is not merely the object of a narrativizing gaze, but is also
the agent of her own. Education, the production of narrative, and the giving and reading of books
all feature heavily in her letters as well; for Varvara, too, reading narrative dovetails with
knowing the other. She defines the distance that separates her from her beloved, poor tutor
Pokrovsky as a function of unread books: “He was educated, and I was stupid and hadn’t read
anything, not one book” [On 6511 yueH, a 51 ObliIa ITyna U HUYEro He 3Hajla, HUYero He YnTala,
Hu oxHoi kaurH|. She desperately wants to know him better, to change his opinion of her, and
plans to do so by throwing herself into reading everything /e has read:

I suddenly wanted to read his books, and I there and then resolved to do so, to the very
last one, and as quickly as possible. I do not know, perhaps I thought that by learning
everything that he knew I would be more worthy of his friendship.

MHe 3axX0TeNoCh, U s TYT K€ PELINIACh MPOYESCTh €r0 KHUTH, BCE IO OJHOM, U KaK
MOXKHO ckopee. He 3Haro, MOXKeT ObITh, 5 IyMalia, 4T0, HAy4YHUBIIKUCH BCEMY, YTO OH 3HAI,
Oyny nocroitaee ero ApyxO0sI (1:36).
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For Varvara as for Makar, divining literary tastes bleeds into accessing the hidden interiority of
the object of their desire, as reading begets knowing.

For old Zakhar Petrovich Pokrovsky, Pokrovsky’s drunk, cuckolded step-father that
Varvara befriends, the same economy holds true: the acquisition and giving of the right books
lays the groundwork for composing the right narrative about himself, as well as about his son.
Like Makar, Old Pokrovsky has difficulty expressing himself, and Varvara finds him in a
particularly bad state of confusion when trying to divine what book to purchase for his son’s
birthday: “The old man always expressed himself oddly, and now, on top of everything, he was
in the most dreadful confusion” [Ctapuk u Bcer/ia CMEIIHO U3BSICHSIICS, a TeTIePh BA0OABOK ObLI
B ykacHelmem 3amemarenbeTBe] (1:41). She finds him looking at “dreadful rubbish” [yxxacHbie
nyctsku| but of this he will not be convinced, and—in a moment that echoes Makar once
again—is frustrated to tears when he cannot tell apart the good books from the bad, left only to
jealously turn over in his hands the books he wants, but cannot afford to have: “he did not even
ask the prices of the big books, but just looked at them enviously from time to time, fingered the
pages, turned them in his hands and put them back in their places again.” [...y>k oH K 60IbIINM
KHUTaM U HE PUIICHUBAJICS, @ TaK TOJILKO 3aBUCTIMBO Ha HUX [MOCMAaTPHBaJ, epeOupat
NajbllaMM JUCTOYKH, BEPTEN B pyKaX U ONATh UX cTaBUi Ha MecTo] (1:41).

Varvara has set out to buy the complete collected works of Pushkin to give to her beloved
tutor, and is helped in the purchase by Old Pokrovsky, but in an act of selfless kindness, she lets
him take credit not just for one book, but for the entire gift (1:41-42). Old Pokrovksy’s pockets
overflow with the precious Pushkin volumes, which he presents to his son as (false) proof of his
sobriety and ability to save money, writing himself into a narrative that he believes his son wants
to hear, an intratextual echo of Makar Devushkin’s daydream about being published. After
Pokrovsky dies, however, and Anna Fyodorovna attempts to take as payment all of Pokrovsky’s
books, the book-based joy of the preceding scenes is inverted. Varvara notes that, during the
funeral procession for his son, the pathetic and grief-stricken Old Pokrovsky loses the volumes
he had so jealously guarded a few pages before: “Books fell out of all his pockets; there was
some huge book in his arms to which he held on tight. [...] Books were continually falling out of
his pockets into the mud.” [13 Bcex kapMaHOB TOpYaIM KHUTH; B pyKax ero Obula Kakas-To
OrpOMHAsl KHUTA, 32 KOTOPYIO OH KPENKO JAepxkancs. ... KHUTM MOMUHYTHO Majain y HEro U3
KapMaHOB B rps3b] (1:45).

This inset story that Varvara narrates defines her role as a narrative agent in the novel:
she is not only Makar’s interlocutor, but his inverted intertext. Her tastes in reading, ability to
narrate, and textual goals all echo—and counter—his. She has identifiably good taste, and a
discerning eye for fiction, immediately recognizing how poor Rataziaev’s prose is, and rejecting
the “worthless, horrid little” volumes Makar sends her; her tastes seem to have been informed
instead by the influence of Pokrovsky. When setting herself the task of becoming closer to him,
she attempts to bridge the gap between them by reading his narratives, leafing through the books
on his shelf, before accidentally breaking it; an ensuing confrontation about the books brings the
two closer.

In attempting to achieve the same end, however, Makar, as we have seen, casts himself as
Varvara’s narrative superior, attempting to narrate her feelings o her. For Varvara, the giving of
books works in the service of the other; she encourages Old Pokrovsky to take credit for the
Pushkin that she has bought for Pokrovsky. Makar, contrariwise, sends her texts to burnish his
own self-image: the racy Rataziaev passages he copies out in his opinion sing the literary praises
of his neighbor, while The Poems of Makar Devushkin are the idle product of a narcissistic
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daydream, which he imagines will induce Varvara to join the crowd of fans mobbing him on
Nevsky Prospect. When Varvara sends him texts, Makar rejects them; here Poor Folk renders
Makar’s unaesthetic reading of “The Stationmaster” all the more pathetic. On the one hand, he
could not have missed the mark more when attempting “to guess at” Varvara’s literary taste; on
the other, the novel suggests that the edition of Tales of Belkin Varvara has sent Makar may be
one of the very volumes dropped from the pockets of Old Pokrovsky. Has Varvara again put
Makar back in his place, responding to his courtyard- (and line-) crossing advances, curtain-
reading, and racy Rataziaev passages by sending him the cast-off remnant of an earlier affair?

In Varvara’s letters as in Makar’s, then, the acts of reading, constructing narrative, and
giving books all dovetail with knowing the mind of the other. Carol Apollonio suggests that
Varvara’s choice is ultimately between literature and its absence,** between Makar Devushkin,
the aspiring reader and writer, and Bykov, whose feelings about novel-reading harken back to
early Russian objections to the form.?> On the one hand, as we have seen, Makar may not be
Varvara’s antidote to Bykov; indeed, Varvara may be the antidote to Makar.

On the other hand, while Bykov represents everything that stands outside the novel—his
former intimate relationship with Varvara, a matter of physical presence, remains ill-defined in
the novel—is he wrong? He certainly misreads Varvara’s face after his proposal of a marriage of
convenience, mistaking her surprised tears for gratitude, but to her insistence that Makar cannot
be bought off with money, he scoffs at Varvara “that that was all nonsense, that that was all just
novels, that I was still young and read poetry, that novels are the ruination of young girls, that
books only do damage to morality and that he couldn’t bear any books” [on cka3an MHe, 4TO BCE
B3JI0p, YTO BCE 3TO POMaHbI, YTO S €Ie MOJIOJIA M CTUXU YUTAI0, YTO POMAHBI T'yOST MOJIOJIBIX
JIeBYIIIEK, YTO KHUTH TOJIbKO HPABCTBEHHOCTDb MOPTST U UTO OH TEPIETh HE MOXKET HUKAKUX
kuur...] (1:100). His antiquated rejection of fiction and his fear of potentially ruined moralities
aside, his recognition of Varvara’s sentiment as inherently novelistic—«Bc€ 3T0 poMaHbI»—is
not a misstep; indeed, her entire relationship to Makar Devushkin /4as been predicated on
narrative, and filtered through novels both given and received.

Her letters are just as shot-through with a concern for narratives, book-giving, and
reading as are Makar’s; as such, her choice appears to be less between literature and its absence,

3% Carol Apollonio suggests that, although Makar Devushkin despises the “Lovelace” nickname Rataziaev
gives him, he does everything to deserve it, since his entire relationship to Varvara Alekseevna is
determined not by any selflessness or sense of devotion, but by his suitor-like desire for her. Apollonio,
Dostoevsky’s Secrets, 18-26. Although Apollonio suggests that this leaves Makar Devushkin as the
literary alternative to Bykov for Varvara Alekseevna, I will argue that her plotline is informed by exactly
the same kind of reading that underwrites Makar’s.

3% Maarten Fraanje outlines how the epistolary novel in particular formed a “transitional zone” in Russian
society, a meeting point between the individual and society, and a dangerous space of potential emotional
or moral corruption in the minds of contemporary critics. Fraanje notes that in his 1748 Pumopuxa,
Lomonosov bemoans how the novel is to be blamed for people’s persistence in animal passions
(3aKOCHEHHE B ... TNIOTCKUX cTpacTsx), while in his 1759 “Letter on the Reading of Novels,” Aleksandr
Sumarokov accuses the novel of representing «ckoTckus uzoopaxenus» and notes: «Urenne Pomanos ne
MOJKET Ha3BaThCsl NPENPOBOXKICHUEM BPEMEHH; OHO MOTy0JIeHNne BpeMeHH...PoMaHbI MHCaHHBIA
HEBEXXKaMH YATaTeJIe Hay4aloT MPUTBOPHOMY U 06a300pa3HOMY CKIIaay, U OTBOJMT OT €CTECTBEHHAro». In
1766, Catherine 1I’s government dispersed Ivan Betskoi’s Kratkoe nastavienie, which advises that love
novels be withheld from the young to prevent their moral corruption. See Fraanje, The Epistolary Novel
in Eighteenth-Century Russia (Munich: Verlag Otto Sagner, 2001), 10-11 and Sumarokov, Polnoe
Sobranie vsekh sochinenii v stikhakh i proze (M: 1781), 4:371-72.
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as between different modes of the same literary problem.*® Bykov, Makar’s rival for Varvara’s
hand in marriage, vanquishes his competition comically quickly and imposes his will on Varvara
physically; in this, however, he is not so far off from Makar Devushkin, who has already
attempted this very task narratively. In this way, the novel cuts short any readerly expectations
of sentimental plot contrivances to do with rivalry, and instead presents Bykov and Makar as
flip-sides of the same coin, inviting the reader to attend to the ethical consequences of Makar’s
narrativizing gaze that rehearses, strives for, but ultimately loses out to Bykov’s physical
domination of the same pursued object.

Poor Folk leaves the choice up to Varvara Alekseevna, who soundly rejects Makar
Devushkin, both as a lover and as a narrator. In a contemporary review of the novel,
Dostoevsky’s friend Valerian Maikov even suggested that Varvara probably finds the weight of
Makar Devushkin’s attentions and affections to be an onerous burden, at last lifted when she can
leave with Bykov.?’ In so doing, she also escapes from the weight of his attempts to narratively
dominate her, to write out what she is thinking, to make her mind transparent, and to guard his
supposedly intimate knowledge of her interior. She is then not so much snatched from the arms
of a caring friend and whisked-off into a loveless marriage, as she is able to find a way out of a
narrative situation in which she is rendered as a character to Makar’s narrator.

Varvara wholly rejects this position in her final letter: Makar writes to Varvara about
having found the beginnings of an unfinished letter addressed to him in her empty apartment
(1:105).%8 In her final letter, Varvara leaves him with the remit to imagine that unfinished letter
as a dialogic blank check, inviting him to write for himself what he would have her do, or what
he would have her say:

“I’m leaving you the book, the tambour, the letter I started; whenever you look at these
lines I began, in your thoughts read everything you’d like to hear or read from me,
everything I might have written you; and what I might have written now!”

OcTaBiisito BaM KHUKKY, TISUTBIIBI, HAYaTOE MUCHMO; KOoraa OyaeTe CMOTPETh Ha OTH
HAYaThIe CTPOYKH, TO MBICIISIMU YMTANUTE JAbIIIE BCE, 4YTO OBl XOTEIOCHh BaM YCJIBIIIATh
WJIH TIPOYECTh OT MEHs, BCE, UTO 51 HU Hamucana Obl BaM; a 4ero Obl s HU Hamucana
teneps! (1:105)

Makar has finally crossed the courtyard and found himself in Varvara’s bedroom, but is left with
a blank letter and a hollow victory; he wins total narrative control over his character Varvara, but

3% Recent scholarly revision of Varenka’s function in the novel includes Carol Apollonio’s
aforementioned monograph, as well as John Lyle’s article “Makar Devushkin as Eligible Bachelor? A
reexamination of Varenka’s Relationship with Devushkin in Dostoevsky’s Poor Folk,” in SEEJ, Vol. 56,
no. 3 (Fall 2012), pp. 347-76, which recasts Varenka into a potentially more active role by considering
Makar as a viable alternative to Bykov.

37 See V. Maikov, Kriticheskie opyty 1845-1847 (SPb, 1891). Frank suggests that this review bears the
marks of Dostoevsky’s own hand, perhaps thanks to close conversations about the novel between the two
friends. Frank, Dostoevsky: The Seeds of Revolt, 141.

3% J. G. Altman notes that in this way, Dostoevsky is playing off the finished against the unfinished, using
the unfinished letter to finish his novel. See Altman, Epistolarity: Approaches to a Form (Columbus,
Ohio State UP, 1982), 158-59.
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at the expense of the real Varvara’s actual presence. She submits to him narratively, by escaping
from his narrativizing gaze physically.

In his last, undated, perhaps unsent and unreceived letter, Makar Devushkin once again
maps more self-confirming meaning onto the tear spots that stain the page:

“I’ve just now received the letter form you all spotted with tears. That means you don’t
want to go; that means you’re being carried off forcibly, that means you feel sorry for me,
that means you love me!”

Bort s oT Bac muceMenio ceituac momyuun, Bc€ cie3amu 3akananHoe. Ctano ObITh, BaM HE
XO0YeTCsI €XaTh; CTaJo OBITh, BAC HACHIIBLHO YBO3ST, CTAJO OBITh, BAM YKallb MEHSI, CTAJIO
OBITh, Bl MEHS JIIOOUTE!

This final narrativizing, this final act of assigning to her signs the signals he wants them to carry,
goes unanswered, just as his initial reading of her curtains went unconfirmed.

A concern with the consequences of privileged knowledge—the intimate, penetrating
ability to “read” characters, to make minds transparent—inheres in Poor Folk from its opening
lines. But, as Carol de Dobay Rifelj writes: “For characters who seek complete knowledge about
the other, the necessary incompleteness of narrative is maddening.” ** Countering Martha
Nussbuam’s suggestion that the rendering of life as narrative (itself a tactic she believes is taught
by novel-reading) reinforces one’s ability to empathize, Galen Strawson argues that “narrative
self-articulation” actually promotes “an ideal of control and self-awareness in human life that is
mistaken and potentially pernicious.”*® Poor Folk models this reductive narrative self-
articulation by both undercutting itself and cross-contaminating reading and knowing, as staged
by the characters who interpret each other: just as Makar Devushkin reads and knows Pushkin
and Gogol, so too does he read and (try to) know Varvara Alekseevna, in the process attempting
narratively what Bykov succeeds in achieving physically. In this way, the novel stages the
danger inherent in such impoverishing narrativizing, when the object of one’s gaze becomes
reduced to a knowable character in one’s story.

Poor Folk is the story of its characters as reader-narrators, of texts as well as of each
other. Beyond its overt focus on narrative, the novel becomes, as Carol Apollonio convincingly
writes, a story “about the body’s encounter with the book™ (18). It further becomes, I would
argue, the oxymoronic story of the body’s sublation by the book: Makar’s narrative misreading
(“T already know you’re thinking about me over there”) attempts the very courtyard-crossing
voyeurism that so upsets him elsewhere (““What happens then, when they know everything down
to the last detail!””), a moment of violation couched as a gesture at intimacy. The antinomies of
Makar’s misreadings form the novel’s narrative ethics, which makes a show of representing how
the process of reading and writing about fictional, narrative texts bleeds freely—and
problematically—into the act of reading and writing about other, real people. The novel hinges
on our making the same realization about Makar’s reading of Varvara as we have about his
reading of Pushkin and Gogol, inviting us to question what impoverishes these Poor Folk more:
the intrusive, outside gaze that Makar so fears, or his own. In the process, we are confronted with

3% de Dobay Rifelj, Reading the Other, 21.
40 Strawson, “Against Narrativity,” 447.
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the ethical violation inherent to the act of reading these private letters, which now reach an end in
one final reminder of Makar’s narcissistic project: “to whom will I send my letters?” (1:108).

VII. “That’s the horror of it all: I understand everything!”

Makar’s fear that he will lose his audience finds its echo in the anxiously repeated
question of the pawnbroker narrator of “The Meek One,” who asks as he stands over the corpse
of his wife: “But they will take her away tomorrow and—how can I stay here alone?” (24:6).
“The Meek One” takes up and grotesquely magnifies the narrative-ethical concerns first explored
in Poor Folk, for the narrativizing hero is now left not with a blank page on his writing table, but
a dead body on his card table.

“That’s the horrible part: I understand everything!” [B ToM-TO 1 Beck yxac MO, 4To 5
Bcé monnmaro!| (24:6), bemoans the pawnbroker as he recalls the events leading up to his wife’s
suicide, relegating the story of her life to a footnote in the story of his questionable ability to
read, to know, and to narrate it reliably. The true “horror” of it all, he declares, is that he
understands everything so well; this is truer than he realizes, however, and “The Meek One”
plays with the reader’s ironic realization of this phrase’s alternate connotations: the horror not of’
his knowing, but produced by his knowing. Dominated by her husband’s paraleptic narrative and
reduced to a nearly voiceless character in his story (as well as a powerless agent in their
marriage), the pawnbroker’s wife of “The Meek One” ultimately wrests herself free of him—
both as husband and as narrator—by escaping his control. Before the story’s frame-narrative
begins, she jumps out of her bedroom window and commits suicide, rendering herself physically
what her husband has always already rendered her discursively: a mute, lifeless body. In this way
“The Meek One” restages the reductive dangers of the overly confident gaze of the omniscient
character-narrator as the tragic counter-point to the plot of Poor Folk, taking up the concerns of
Dostoevsky’s first novel and magnifying them to a grotesque degree, again inviting the reader to
interrogate the ethical stakes at work behind its narrative situation.

“The Meek One” foregrounds its overt concern with paralepsis in its opening lines. The
preface to the story, which was published in the November 1876 edition of 4 Writer’s Diary
[AneBHUK mucaTtens|, comments on the fantastical nature of the sort of knowledge produced by
its own narrative situation. Dostoevsky invites the reader to imagine a hypothetical focalizer,*! a
stenographer who somehow has access to our hero’s “psychological sequence”
[mcuxonoruueckuit mopsaaok] as he tries to bring his thoughts to a point, occasionally addressing
the invisible listener in the process (24:6). Dostoevsky compares this situation—which gives the
story its self-described “subcurrent of fantasy”—to the paraleptic narrative of Hugo’s ‘The last
Day of a Condemned Man” [“Le Dernier Jour d’un Condamné”, 1829], whose narrator keeps an
impossible diary up to the minute of his own death.

The discourse of the unnamed narrator of “The Meek One” is heavily marked by
parenthetical, self-aware references to his own knowledge, which he gained at some point during
the gap between his story (about meeting and marrying his wife) and its narration (next to her
now-dead body). When narrating his impressions on first meeting her, for example, his guess as

1 David Herman suggests this definition of hypothetical witnesses of events in his re-examination of
Genette’s categories of narrative mood using the categories of analysis of possible world semantics, as he
redefines Genette’s “focalization” as a field dispersed across varying levels of “epistemic modality,”
relating to words seeing, believing, and speculation in narrative situations. See Herman, “Hypothetical
Focalization,” Narrative, Vol. 2, No. 3 (Oct. 1994), 234-36.
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to her age (about fourteen) is immediately interrupted by the assertion of information he was
later to have found out (she was exactly fifteen years and nine months old).** These pendulum-
swings back and forth, between guessing and then revising those guesses with the certainty of
foreknowledge, are also themselves interrupted by defensive assertions: “I remember it, [ haven’t
forgotten anything!” [ITomnro, Huuero He 3a0bu1!] (24:10).

As many have noted, this narrative situation, marked by modality and uncertainty, and
punctuated by paraleptic assertions of certain knowledge, soon lead the reader to question the
reliability of this narrator. M. M. Bakhtin famously comments on the unique field of vision
possessed by the pawnbroker, who, in a series of dialogues with himself, must come to an
understanding of the events leading up to his wife’s death only through his own self-utterance, a
“dialogic” relationship between author and hero that Bakhtin ultimately interprets as evidence of
Dostoevsky’s radically new discourse based around an ethical relationship towards the other.*> L.
Michael O’Toole catalogues the complex web of these dialogues threaded throughout the story,
between the hero and his wife, social mores, his own chaotic thoughts, and his judging readers.
The wife’s dead body, he argues, participates in this dialogue by providing a silent running
commentary.** Harriet Murav, however, counters both Bakhtin and O’Toole, noting that the
hero’s interactions with his wife are more often than not remarkably monologic, as a dead body
cannot truly participate in dialogue; this Murav takes as her point of departure when she
interrogates the status of female victimhood at the hands of male tormentors in Dostoevsky’s
narrative in general.*®

I will expand on this revised reading of “The Meek One” to add that it is itself the
revision and expansion of the thematic tensions first explored in Poor Folk, once again in a
narrative situation that foregrounds the problematic consequences of over-stepping, misreading
character-narrators. The narrator’s discourse, so marked by and famous for what Ruediger
Heinze terms “local” paralepsis (the flitting back and forth between the narrating-1 of discours
and the experiencing-I of Aistoire, between modality and certainty, symptomatic of narrators who
comment on their past knowledge, or lack thereof), also strays into “global” paralepsis, narrated
from an inaccessible point, and marked by an excess of impossible-to-naturalize knowledge.*¢
Throughout “The Meek One,” the narrator drifts from interpreting his wife’s interior to asserting
his access to and understanding of it directly, just as he follows up guesses as to her age with
precise facts. His narrative increasingly makes of her interior at first a knowable, and later a
totally known quantity, rendering her a flat character in his (unreliably) omniscient narrative.

The narrator’s entire relationship to his wife is paraleptic, defined by his attempts to
secure his superior narrative position over (as well as to gain totalizing knowledge of) her. They
begin with a casual remark he makes after recounting their first meeting, when he notes that he
“cannot help thinking that she must have been the same with all strangers, and to her of course I
was not different from anyone else” [ gymaro, u co BceMH 4yXMMHU ObLIa Takast ke, a s,

2. Michael O’Toole annotates this narrator’s slipping grasp on reality as a function of his heavy
reliance on unspecified adverbs of time and modal speech, contrasted with his otherwise at times very
firm grasp on time and facts about dates in the story. O’Toole, Structure, Style, and Interpretation in the
Russian Short Story (New Haven: Yale UP, 1982), 44-46.

3 Bakhtin, Problems of Dostoevsky’s Poetics, 55-56, 154, 239.

% O’Toole, Structure, Style, and Interpretation, 42-43.

* Harriet Murav, “Reading Woman in Dostoevsky,” in 4 Plot of Her Own: The Female Protagonist in
Russian Literature, ed. Sona Stephan Hoisington (Evanston, IL: Northwestern UP, 1995), 45-47.

% See Ruidiger Heinze, “Violations of Mimetic Epistemology,” 289-90.



67

pasymeeTcs, eif OblI1 BCE paBHO YTO TOT, YTO Apyroi] (24:6). Within the space of this sentence,
the pawnbroker’s speculation as to her general characteristics with other people (entirely
hypothesized, as he has not observed them) bleeds into his casually direct irruption into her
interior, confidently declaring what er impression was of Aim.

His self-positioning as her narrative superior continues, as he attempts to learn more
about her; from Luker’ia, his wife’s former maid, he learns «npexxHioro mogHoroTHy0», the
same salacious out-from-under-the-fingernail secrets that Odoevskii’s Aristidov bemoans in
Poor Folk’s epigraph, no less (24:10). He keeps constant watch on his wife, often by having
Luker’ia spy on her and report back to him (24:30), and sometimes by eavesdropping himself, as
when he listens in from behind an adjoining room on his wife’s meeting with Efimovich, his
former regiment-mate (24:18). Even the narrator’s most ideal fantasy version of their possible
future, which he soliloquizes to her corpse at the story’s end as the happy, open marriage they
might have had together if only she had not killed herself—“You would walk with him and
laugh, and I would watch you from the other side of the street...” [Tr1 05 12 ¢ HUM U
CMesiIach, a st ObI CMOTpEN C APYTOW CTOPOHBI YIHLEL...| (24:35)—asserts that he would have
been fine had she met and fallen in love with someone else, so long as he could carry on
surveilling her from a distance.

In “The Meek One” as in Poor Folk, we are made acutely aware of a male narrator’s
over-stepping, misreading of the female object of his gaze. The narrator reads his wife’s face for
intimate knowledge of her thoughts, here noticing “fleeting looks” that play out on her face
[6ernyro ckimanky B nuiie] (24:12), there declaring that “she had such a serious look on her face
that even then I might have read it!” [u Takoe y Heil ObLTO cepbe3HOE TUIUKO, TAKOE — UTO YK
toraa ObI st Mor pouecTs!] (24:12). At first his forays into omniscience begin by suggesting her
train of thought by way of modal locutions and interpretive speculation, paying careful attention
to what her expressions “seem” to say; while waiting for her response to his marriage proposal,
he considers what might be going through her mind:

Do you know, while she was standing there by the gate, pondering whether to say yes to
me, and I was wondering why she was taking such a long time over it, do you know that
she may even have had some such thought as this...

3Haere, BeIb Y HEl, KOT/Ia OHA TOTJa Y BOPOT CTOSUIA 33 lyMaBIINCh, YTOO CKa3aTh MHE
«l1ay, a s yIUBJISUICS, 3HAETE JIM, YTO Y HEll MOrJia OBITh Ta)Ke TaKask MbICHb... (24:12).

These speculations soon turn back into reified assertions of his own importance to the story,
though, as the narrator interprets not just what his wife is thinking, but what she is thinking about
him particularly.

Of his interpretation of ser interpretation of his character traits, he hypothetically
focalizes through her, quoting her imagined inner monologue: “He has some sort of purpose, he
wants to show off the strength of his character.” [Llenu, neckarb, uMeeT, TBEpIbIA XapaKTep
nokasbiBaeT] (24:15). While he watches over her during her recuperation after an illness, he finds
it diverting to wonder if they are having the same thoughts: “And I thought that she was doing
the same, and found it extremely diverting to try and guess: just what was she thinking of just
then?” [51 mymai, 4TO U OHA TOXE, U JJI1 MEHS OBUIO CTPAILIHO 3aHUMATEIBHO YTrabIBaTh: 00 YeM
MMEHHO OHa Tereph mpo ceds xymaet?] (24:23).
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This character-narrator’s paraleptic stabs at omniscience begin to cohere around the same
set of repeated problems: his narration of her thoughts results only in confirming some sort of
self-reflexive mental isomorphism, a closed loop with no outside referent. He not only assumes
he can lay bare her hidden interior, but also finds in that act of laying bare nothing but
confirmation of what he already had assumed about the two of them. There can be no
outsideness to his monologic, narrativizing gaze. Eventually, this narrator’s increasingly
paraleptic narrative not only puts words in his wife’s mouth, but thoughts in her mind. After her
response to his quoting Goethe to her, he notes with confidence that she now thought him
educated, despite her previous assumptions to the contrary: “What she really wanted to say was:
‘I never expected that you were an educated man,’ but she didn’t say it, though I knew she
thought it; I had pleased her enormously.” [Eit xoTenocs cka3arb: s He OKuala, YTO Bl YEJIOBEK
00pa3oBaHHBIM, HO OHA HE CKa3alla, 3aTo s 3HaJ, YTO OHA 3TO MOIyMaJa; y>KacHO s yrOAU ei|
(24:9). Not only is this thought attributed to his wife a postulation with no referent outside the
narrator’s presumptions, but so are both the thought that it allegedly countermands (that is, her
subverted expectation that he would not be able to quote Goethe) and the reaction that it
supposedly produces (her newfound interest in him); all are the product of the husband’s
paraleptic, narrativizing gaze, and all are both unconfirmed and unconfirmable.

The pawnbroker’s assertion of his own narrative superiority over his wife also incudes—
akin to Makar Devushkin’s rejection of the characterization “Lovelace” and hatred for the idea of
others gossiping about his relationship—the intense rejection of the taste of his own medicine.
He subverts his wife’s attempts to know Aim in the same way that he knows her. While he
encourages his wife to tell him all about her childhood and her life, her questions to him are met
with stony silence, meant to reinforce his status as an unknowable mystery, a difficult-to-read
enigma: “To her transports I replied with silence. Benevolent silence, no doubt, but all the same
she soon realized that we were different and that I was an enigma.” [Ha BocTopru s oTBeuan
MOJTYaHUEM, OJIATOCKIOHHBIM, KOHEYHO... HO BCE %K€ OHa OBICTPO yBHIAJIa, YTO MBI pa3HHLIA U
91O 51 — 3arajaka. S a, rmaBHOe, u O Ha 3aranky!] (24:13).

When his wife later learns about his past and confronts him with the embarrassing details
of his ouster from the military, he minces words while silently fuming that she has had the
effrontery to assume any knowledge about him:

And all of a sudden this sixteen-year-old girl collected a whole dossier of the most
detailed information about me from all sorts of scoundrels, and she thought she knew
everything, while the inner-most mystery remained buried in the breast of this man!

W Bapyr 5Ta miecTHAANATUICTHSSI HaxBaTaia 000 MHE MMOTOM MOJIPOOHOCTEH OT MOJIITBIX
JOJIeH U JyMalia, 4YTo BCE 3HAET, a COKPOBEHHOE MEXAY TEM OCTaBajIOCh JIUIIb B TPYAU
aToro uenoBeka! (24:14).

By this point in the story, the pawnbroker’s assertions have the ring of irony, as for the reader of
the “The Meek One,” it is the wife who remains a total mystery, and not the pawnbroker. We
have total—too much—access to his interiority, while the pawnbroker’s wife does not exist
outside of his rendering of her, and is denied a voice inside it. The story makes the reader aware
of this even at their first meeting, which sees the pawnbroker interrupt his future wife as she is
attempting to pawn her things — by putting an advert in The Voice. The few words of hers we do
encounter are met with derision, as the narrator begins recalling the language of her ad before
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simply collapsing it all into a belittling summary: “and so on, and so on...” [u npou., U pou. ]
(24:6).

VIII. Narrative dueling

The scene of the “duel” between these two characters, a pivotal moment in the story that
signals the downward spiral of their relationship and ends the first section, plays out as an
aggrandized and violent version of Makar Devushkin reading the position of Varvara
Alekseevna’s curtains. This sequence is shot-through with the hypocritical and anxious
narrativizing that marks much of Makar’s discourse and most of the narrator’s of “The Meek
One”: a paraleptic assumption of omniscience that not only posits the narrator’s ability to read
his wife’s mind, but that also imposes onto her mind his own (otherwise unspoken) reading of a
set of signs. This two-fold mechanism sets up a kind of false idiolect, the assumption, but not the
confirmation, of a shared language that exists only in a self-confirming, closed loop.

One day the narrator wakes up to hear his wife moving, and suddenly sees her looming
over him with his loaded revolver pointed at his head (24:20). He shuts his eyes again very
quickly, and immediately explains this as a function of his reading of Aer probable reading of his
reading of the situation:

...she certainly could have assumed that I was really asleep and that I had seen nothing,
particularly as it is scarcely conceivable that, having seen what I had seen, I should at
such a moment have closed my eyes again

--OHa PEIIUTENHHO MOTJIa PENOI0KUTh, YTO 51 B CAMOM JI€JI€ CIUTIO U YTO HUYETO HE
BUJAN, TeM O0Jiee UYTO COBCEM HEBEPOSTHO, YBUIAB TO, UTO sl YBUJEI, 3aKPBITh B maKoe
MTHOBEHUE OMsATh Iasa (24:21).

He further assumes that her interpretation of what must be going through Ais mind must itself be
exercising its influence over her readiness to kill him: “If that was so (I felt), if she guessed the
truth and knew that I was not asleep, then I had crushed her already by my readiness to accept
death, and now her hand might falter.” [B Takom cinyyae (104yBCTBOBaJIOCH MHE), €CIIH OHA
yrajasia rnpaBJy U 3HAET, 4TO s HE CIUIIO, TO 5 y’KE pa3faBHil €€ MOEIO TOTOBHOCTBIO IIPUHSATH
CMEpTh U y HEHl Tenepb MOXKET APOTHYTh pyKa].

He explains victoriously that, by way of the single signal of his rapidly shut eyes, he has
likely both stopped her from killing him and expelled his earlier cowardice by demonstrating his
readiness to accept death, her certainty of which relies entirely on his projection into her, as well
as “if she guessed the truth,” that he was not asleep [ecnu TonbpKO yranana npasay| (24:21).
Although he briefly falters in this reading, wondering whether any of these thoughts actually
happened, or were merely the product of later analysis “Perhaps nothing of the sort really
happened. Perhaps I never had those thoughts at the time” [MosxxeT ObITb, 3TOT0 1 He OBLIO,
MOJKET OBITh, sl 3TOTO U He MbIcT Toraa] (24:22)—he then immediately reneges on this
uncertainty, apostrophizing the hypothetical judge by objecting to any attempt to penetrate into
his thoughts: “How is it possible to know what I was feeling then?” [Ilouem 3HaTB, 4TO 5 TOTAA
MOT 4yBCTBOBaTh?] (24:21).

The question of “how is it possible to know” [mouem 3Hatsb] is less a coda to this scene
than its programmatic code, the question the reader is invited to ask of nearly everything the
pawnbroker says. After building up a non-existent idiolect with his wife—by which they both
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accurately “read” his rapidly shut eyes as a sign of readiness and a symptom of his dominance—
the narrator goes further, directly quoting her inner monologue:

And suddenly — suddenly — seeing that I was looking at her, she smiled palely with her
pale lips, with a timid question in her eyes. ‘So she is still uncertain, she is still asking
herself: does he or doesn’t he know? did he or didn’t he see?’

W Bapyr — u BIPYT, BUIA, UTO I CMOTPIO HA Hee, OHa OJIEHO YCMEXHYJIach O THBIMU
ry0amu, ¢ poOKUM BOTPOCOM B Ti1azax. «Ctano ObITh, BCE €11le COMHEBAETCS U
CIpalIuBaeT ceOsl: 3HAeT OH WJIb HE 3HAET, BUIEI OH Wb He BUaen?» (24:22)

Here his hypothetical focalization itself extends to 4er hypothetical focalization of him: he
becomes the third-person pronoun in his own speculation of her inner discourse, itself all read by
him “in her eyes,” and hinging entirely on his assumption of her own impossibly accurate shared
“reading” of the situation.

Later that day he has an extra bed brought into the house, which “made her realize that ‘I
saw everything and knew everything’ and that there could be no more any doubt about that”
[3T0 OBLTAa KpOBATH /TS HEE, HO s € He cKazal Hu cioBa. 1 Ge3 ciioB moHsinia, yepes 3Ty
KpOBaTh, YTO 51 «BCE BHUJIET U BCE 3HAIO» U UTO COMHEHUH yxe Oonee HeT] (24:22). Here, the
reification of the narrator’s complex paralepsis comes full-circle, as he quotes Ais own earlier
reporting of her inner monologue, in one sentence taking on a huge mantle of omniscience,
asserting that his wife’s (assumed) questions about her (assumed) reading of his thoughts are
confirmed by her (assumed) reading of this new sign, all confirmed without speaking, and in
addition to his earlier basic assumptions of her thoughts, his presumption of the process by which
she reads his, and her further presumed reaction to her presumed reading of his mind. This
complicated scene closes the story’s first part, and ends with the illness that will spell the
beginning of the end for the pawnbroker’s wife.

Here the bed and the narrator’s eye-flutter stand in for Varvara Alekseevna’s curtains;
they are the meaning-bearing vehicles of an assumed idiolect between male and female
characters, one of whom presumes both that he is reading the other impossibly accurately, and
that they share the same interpretation of an esoteric system of signs. Local paralepsis becomes
global as the pawnbroker continues to assert more and more control over his wife, intently
watching over her during her recuperation, unironically finding it “strange that not once till the
end of the winter did it occur to me that while I liked looking at her stealthily, I had never during
all those winter months caught her looking at me!” [KoneuHo cTpaHHO, YTO MHE HU pa3y, NOYTH
710 KOHIIA 3UMBI, HE IPUIIIO B TOJIOBY, YTO S BOT UCHOJTHIIIKA JIFOOJII0O CMOTPETh Ha Hee, a HU
OJTHOTO-TO €€ B3TJIsia 3a BCIO 3UMY sI He moiiman Ha cebe!] (24:25). By now his wife is stripped
of her agency and of her voice; she is rendered incapable of “meaning” on her own, without first
meaning something in relation to or by way of her husband.

The narrator is mortified when he hears his wife singing one day, interpreting this as
proof of her indifference to him: “She sings, and before me! Has she forgotten about me?”
[[Toet, u mpu Mue! 3abbira ona npo mens, umo au?] (24:27). After this incident, he stumbles
into her room and attempts, falteringly, to speak with her, but is met only with a look of “stern
surprise” in her eyes and on her face, which deals him “a stunning blow. ‘So it’s love you still
want? Love?’ that look of surprise asked me, though she herself never uttered a word. But I read
it all. I read it all” [Ona cmoTpena Ha MeHs OOJBIIUMU TIa3aMU. ITa CTPOTOCTh, ITO CTPOTOE
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yIUBJICHUE Pa30M TaK U pa3Mokuin MeHs: «Tak tebe emie qr06Bu? JIro0BU?» - Kak OynTo
CIPOCHJIOCH BAPYT B TOM yJMBIIEHUH, XOTb OHa U Mosyasia. Ho s Bc€ npouen, Bc€] (24:28).
Small perceived slights continue to snowball into negatively valenced bearers of more meaning;
her seemingly involuntary response—*I thought you’d leave me alone”—stabs through his heart,
because of the extra meaning it bears: “It explained everything to me, everything...” [Bcé ono
00BsICHHIIO MHE, BCE...] (24:29).

By the time the reader reaches the chapter entitled “I understand all too well” [Crumikom
noHnmaro |, the polyvalence of this phrase is already evident; the narrator understands not too
well, but assumes he understands foo much. In this chapter the narrator breaks down and
confesses to his wife all of his past transgressions and fears about himself, demanding the
judgmental reader not think him an egoist in the moment that he egoistically continues to assert
his total knowledge, quoting Makar Devushkin in the process: “I realized, of course, that I was
worrying her. Do not imagine I was such a fool or such an egoist as not to see it. / saw
everything. Everything to the last detail. I saw and I knew everything more than anyone.” |5
BUJICT BEJlb, UTO 5 i B TATOCTb, HE JyMaiTe, 4TO s OBbUT TaK TJIYI M TAaKOM STOUCT, YTO 3TOTO HE
BUJIEN. A 6¢cé euoen, 8cé 0o nociednetl yepmol, guoen u 3uan aydue écex] (24:30, emphasis
mine).

After his confession, he proposes plans for their future, and reads agreement into her
silence and onto her smile [Tak 1 MOM0XKWIIK, TOTOMY YTO OHA HUYETO HE CKa3asa... OHA TOJIBKO
yneIOHYyIack|, which simply signal to the pawnbroker the confirmation of his own desires. His
wife’s power to “mean” anything outside of his own discourse is effectively and totally effaced.
Even her suicide—the only act she is able to take out from under his vision and control—takes
on significance in the story only insofar as it reinforces his narrative superiority: he declares at
the end of the story that if only he had arrived home five minutes earlier, “it would have all
ended with her understanding everything” [koHuMIOCH OBI TEM, YTO OHA OBI BCE TOHsNA] (24:34),
making of her suicide a problem of knowledge that he could have fixed if only he had been there
to supply his narratively superior perspective, to explain everything to her.

IX. Conclusions

Written into both Poor Folk and “The Meek One” is a deep concern with the ethical
consequences of narrative. Both works feature male narrators who confidently misread the
women in their lives, and end with those women sacrificing their bodies—Varvara by marrying
Bykov, the meek one by killing herself—to escape. Much recent scholarly focus has explored the
ethics—as well as the ethical consequences—that narratives both model and represent.*’ From
his first work’s first word, Dostoevsky’s narratives cast a spotlight on these issues, as his
character-narrators seek problematic, total knowledge of the other, but are also, in Carol de
Dobay Rifelj’s term, maddened by the “necessary incompleteness of narrative.”*®

Poor Folk tasks its readers with attending to the ethics of our reading, of texts as of the
other. With its self-ironizing, undercutting stance, the novel shuffles the reader into a space
above and against the limited first-person perspective of its characters’ narration, which model
the reductive effects of rendering minds too-easily transparent, of reading the mind of the other
with suspicious ease. The novel rehearses this act on a small scale with Makar’s reading of

7 As Dorothy Hale notes, many of these different studies posit the primary value of literature to come
down to a felt encounter with alterity, be it in the form of a character we care about, or the experience of
being frustrated by the limits of our own understanding. Hale, “Aesthetics and the New Ethics,” 898-902.
8 De Dobay Rifelj, Reading the Other, 21.
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Varvara, while also inviting the reader to consider it on a larger one by granting a certain ironic
distance from its characters from the outset, as the reader’s text (titled, ordered, and possessed of
an epigraph) exceeds that to which the characters have access, but also constantly reminds us of
the act of violation inherent to our act of reading it.

In the beginning, Makar renders Varvara fixed, emplotted, and knowable, a character in
his own story, both insulating himself from the narrativizing of others, as well as rejecting the
limits of his position as a first-person narrator. By the end, however, his posturing has been
decisively rejected, both physically (Varvara leaves him for Bykov) and discursively (in her last
letter, which leaves him as the narrative superior, able to write his every wish onto her, but
without any real interlocutor). The novel’s title puns on this denouement, while also
foreshadowing it: the narrative voice that attempts to “know everything down to the last detail”
ultimately can only impoverish the object of its gaze, and in the process is also itself left worse
off and alone.

Both Poor Folk and “The Meek One” end as they began, with Varvara an unknowable
other to Makar’s gaze, her curtains drawn, and the pawnbroker’s wife left voiceless by her
husband’s hand, and lifeless by her own. “The Meek One” tragically restages the narrative-
ethical concerns first explored in Poor Folk, substituting the dead meek one for the married-off
Varvara. It is tricky for the reader to find a position outside the overwhelming field of vision
possessed by the unreliably omniscient, over-reporting character-narrator, but this is the point.
As with Poor Folk, this story’s title reinforces its central problem, as even here the dead wife
remains an unnamed “meek woman,” a designation lifted straight from her husband’s discourse
about her. Only the pawnbroker’s wife’s suicide can stand outside the narrator’s overwhelming
attempts at narrative control, an act of narrative rebellion on the part of the character. While her
suicide, as Harriet Murav notes, signals “the radical unknowability of another’s consciousness”
as well as “the limits of discourse,” so too does the ending of Poor Folk.** The “meek one’s”
leap from the window stands in for Varvara’s blank letter, the means by which she allows herself
to be discursively rendered as a character in the love story Makar wants so desperately to narrate,
while actually physically absenting herself. The pawnbroker’s wife’s fate is the grotesque,
magnified echo of Varvara’s, for while she also manages to usurp narrative control from an
overbearing character-narrator—standing outside of his penetrating gaze, and beyond the reach
of his ability to read and narrate her for just five minutes—she does so by manifesting herself
physically into what she has up until this point already been discursively: a character as voiceless
and dead as when she was alive.

In the end, we are also made aware that our own reading echoes that of Dostoevsky’s
characters. Our access to the meek one is entirely filtered through the unreliable narrative of her
overbearing husband, just as our reading of the epistolary novel restages an inherently
voyeuristic act, violating the so-valued privacy of Makar and Varvara. In foregrounding such
ethical problems and staging such episodes of misreading, Dostoevsky’s narratives demand his
readers attend to what is truly “horrible” about attempting to “understand everything.”

4 Murav, “Reading Woman in Dostoevsky,” 49
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CHAPTER 3

“I read what I ought not to know”:
The ethics of overreading in Tolstoy’s early narrative omniscience

I. Introduction

An accepted truism about Tolstoy has it that the first appearance of what we have since
come to identify as distinctly Ais narrator is to be found in the early sketch “Sevastopol in May”
[Cesactomoins B Mae, 1855].! While a recognizably Tolstoyan narrative voice certainly takes
shape in this story (insofar as its omniscience and authority prefigure the narratives of his later
major novels War and Peace and Anna Karenina), it is less a sudden appearance than a gradual
development, born out of the labor of Tolstoy’s earlier narrative experiments.

Tolstoy’s early writings—sketches and autobiographical novels alike—are not so much
pre-omniscient, as proto-omniscient. They are invested both in the possibility of making minds
transparent, as well as in attending to the inevitable consequences of doing so. His early narrators
comment on their ability to access the minds of characters, and remark on the illegibility of
secret thoughts and hidden feelings, which play out all the same, fleetingly yet legibly, across
characters’ faces and in the movements of their hands and bodies.

But the secrecy of these secret thoughts—even amidst their revelation—remains a source
of anxiety in Tolstoy’s early storytelling. While playing cards with a desirable but married young
woman, the narrator? of Tolstoy’s early unfinished work “A History of Yesterday” [McTopus
BYepaiHero aHs, 1851] maps out a grammar of her body language. The glances and movements
he observes, the narrator suggests, not only supplant the role of speech, but supersede it; they
lead to “secret relationships, expressed by an imperceptible smile or by the eyes, and which are

" In a contemporary review in Notes of the Fatherland, the critic Stepan Dudyshkin rejected Tolstoy’s
war sketches as unexciting portraits devoid of action, but also successfully mapped out the writer’s
omniscient narrative technique: “Count Tolstoy, in his two following descriptions ‘Sevastopol in May’
and ‘Sevastopol in August,” appears as the same psychologist-observer, from whom not a single detail
escapes” [rp. Touncroii, B IByX crenyromux onucanusix «CeBacTomnoib B Mae» 1 «CeBacTornoib B
nexalbpe», SIBUJICS TEM JKe TICUXO0JIOTOM-Ha0II0AaTeNIeM, OT KOTOParo He YCKOJIb3aeT HU O/IHA MEJIOYb. .. |.
V. A Zelinskii, Russkaia kriticheskaia literatura o proizvedeniiakh L. N. Tolstogo: khronologicheskii
sbornik kritiko-bibliograficheskikh statei (M: Tip. E. Lisserna i [u. Romana, 1888-1903), 93. See also
Eric de Haard, Narrative and Anti-Narrative Structures in Lev Tolstoj’s Early Works (Amsterdam:
Rodopi, 1989), 88. Eikhenbaum, writing on the second of the three Sevastopol sketches, turns this
negative into a positive: “BoT sBUI0OCH TO «IyMam», B IpaBe Ha KOTOPOE TaBHO HY)KJaach TOJICTOM.”
Eikhenbaum, Lev Tolstoi (Munich: Wilhelm Fink Verlag, 1968), 176. This new device of representing
interiority is often figured as a moment of empowerment for Tolstoy: Eric de Haard credits “Sevastopol in
May” with the development of Tolstoy’s “strongly authorial” narrator, who is possessed of a “newly
acquired ‘right’ to delve deep into the mind of his character.” de Haard, Narrative and Anti-Narrative
Structures, 79-82.

? While this narrative is based in fact, and while the narrator in question is Tolstoy’s own self-
literacization, the degree to which events and experiences within the diegetic worlds of the works under
examination dovetail with (or are based on) Tolstoy’s biographical reality (which is already well-
documented) stands outside the scope of my present chapter, which is concerned instead with a more
formalist investigation into the ways different narrative situations negotiate and deal with the ethical
properties and consequences of privileged knowledge, figured as an act of (violatory) reading. To that
end, this chapter will make reference to the particular shape and limits of a work’s narrative voice, and
not its author.
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impossible to explain. It is not that one person understands the other, but that each understands
that the other understands that he understands him, and so on” [TanHCTBeHHBIE OTHOIIICHUS,
BBIpa)KaIOIHecs HE3aMETHOM yIIBIOKO 1 Ti1a3aMH, U KOTOPBIX 00BSCHUTH Henb3sl. He To, 4T00b!
OJIMH JPYTOTr0 MOHSI, HO KaKIbIH MOHMUMAET, YTO APYTOi MOHMUMAET, YTO OH €r0 IOHUMAET, U T.
1.] (1:381).° True communication is a mostly silent communion, as characters navigate a matrix
of legibility: each is aware not only of the other’s successful “reading” of their own body
language, eyes, and gestures, but of their mutual susceptibility to such a reading, as well.

But such moments of “reading” are also marked as problems: the narrator addresses the
“imperceptibility” of the smiles he has not only perceived, but also exhaustively explained. His
narrative creates the body in order to penetrate it, pointing to the interior that lies beyond it,
making flesh the site of exposure, the point of access for the mind.* In negotiating privileged
knowledge, Tolstoy’s early narratives first perform this paradoxical two-step, professing limits in

3 All quotations drawn from Tolstoy’s works will refer in inline parenthetical citations to L. N. Tolstoi,
Sobranie sochinenii v dvadtsati tomakh. (M: Gosudarstvennoe izdatel’stvo khudozhestvennoi literatury,
1960). Translation of “A History of Yesterday” adapted from Michael Katz’s.

* The significance of “reading” bodily gestures, looks, and glances in Tolstoy’s fiction has of course been
extensively annotated. Terming Tolstoy the “seer of the flesh,” D. S. Merezhkovskii maps out a catalogue
of Tolstoy’s “human bodily language” [s13bIk yenoBeueckux TenoABMxkeHMl |, which betrays the essential
hidden nature of man sooner and more readily than do words. Merezhkovskii, L. Tolstoi i Dostoevskii:
zhizn’ i tvorchestvo (SPb: 1909), 153-58. V. V. Vinogradov notes that Tolstoy is interested in the
interplay of words and gestures, poses, and bodily movements, which reveal hidden internal thoughts.
Vinogradov, “O iazyke Tolstogo 50-60¢ gody,” in Literaturnoe nasledstvo (M: 1939), 203-204. R. F.
Christian asserts that Tolstoy frequently draws attention to the impressions made by his major characters’
facial expressions, and focuses at length on how they look (or don’t look) at other characters. He suggests
that the “closely knit family” organizes this behavior, for characters, as if in a family, know each other
instinctively, such that “a gesture is more significant than a spoken word.” See Christian, Tolstoy: A
Critical Introduction (Cambridge: Cambs UP, 1969), 119, 122, 124. Lydia Ginzburg posits that Tolstoy’s
overall project — representing all verbal manifestations in their widest possible variety, demonstrating in
the process the disparity between internal states and external expression — manifests in a sort of
theatricalism made up of “external appearance, physical accessories, words, and gestures, but having
nothing in common with theatricality,” in which the interpretation of gesture forms part of the larger,
ever-present authorial analysis of the discourse of dialogue. See Ginzburg, On Psychological Prose, trans.
J. Rosengrant (Princeton: Princeton UP, 1991), 283-96. Edward Wasiolek notes the frequency with which
Anna Karenina is described by her facial features and gestures, “as someone in whom energy brims over
into her brilliant eyes and smile.” Wasiolek, Tolstoy’s Major Fiction (Chicago: The U of Chicago P,
1978), 133. Vladimir Alexandrov further suggests that semiotics serves as the model for understanding
how characters in Anna Karenina interpret each other’s gestures in exegetic moments of reading.
Alexandrov, Limits to Interpretation: The Meanings of Anna Karenina (Madison: U of Wisconsin P,
2004), 138. Justin Weir notes that in the wake of Anna Karenina’s inability to communicate verbally, she
relies increasingly on acts of nonverbal communication, but ultimately that “the language of looks and
gestures has only a limited potential for the communication of important ideas, and still less is it able to
express that crucial ‘complexity of feelings’ in Anna’s soul, which most requires language’s power of
clarity and definition.” Weir, Leo Tolstoy and the Alibi of Narrative (New Haven: Yale UP, 2011), 104-
106. Liza Knapp notes that in Tolstoy, some “special people” have “a natural instinct for ‘reading’ the
thoughts and feelings of others through a wordless, ‘immediate communication,” a “mystic” intercourse
that grants to certain glances and words a deeper meaning that only specific interlocutors are able to
catch. Knapp, “’Tue-la! Tue-le!’: Death Sentences, Words, and Inner Monologue in Tolstoy’s Anna
Karenina and ‘Three More Deaths,”” Tolstoy Studies Journal, vol. 11 (1999), 10.
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the process of exceeding them. Mirroring Tolstoy’s famous tautological anxiety over the
limitations of speech, which he of course still expresses in speech, the bodies of his characters
must be “read” before their (ontologically prior) interiors can be narrated — in the very narratives
in which both interior and body are constructed in the first place.’

Boundaries are therefore structured in order to be exceeded: smiles deemed
“imperceptible” are perceived and parsed all the same, just as the word-made flesh must itself be
read, wordlessly, in order to be understood accurately. In this way, authority in Tolstoy’s early,
proto-omniscient narratives takes the shape of a staged act of silent, penetrative reading,
bridging the equally staged gap separating narrative bodies from narrative minds. Such readings
lead to an understanding “that each understands the other”: narrator and character alike
participate in a system of surveillance that reads the flesh to access (and render narratable) the
minds it cannot help but express.

In a series of close readings, I will track how Tolstoy’s early narrators’ “readings” form
an ethically charged mediation between, on the one hand, what they profess to be unnarratable,
and on the other, what they must narrate all the same. The discourse of Tolstoy’s early
narrators—in which limited, first-person, embodied narrative voices perform such “readings” in
order to gain access to the hidden and the private—thus already take on the shape of
omniscience. That is, insofar as “omniscience”—which I will continue to employ as a useful if
flawed catch-all for the performance of narrative authority, rendering legible the hidden and the
secret—is empowered by a process of reading bodies and faces, Tolstoy’s early autobiographical
experimentations in the first-person narrative voice already border on the omniscient.®

Despite the self-professed impossibility of tracking all the impressions and thoughts that
enter one’s head throughout the day, the narrator of “A History of Yesterday” attempts it all the
same, and not in the case of his head alone. The ostensibly limited and embodied narrative voices
that follow this first one—including first-person character narrators, like Nikolen’ka Irten’ev—

> Tolstoy’s lifelong struggle with the constraints of narrative and problems of self-expression manifest in
his fiction as this central paradox of language — namely, his use of narrative and language to question
narrative and language’s very ability to convey meaning. This paradox is well-known to Tolstoy’s readers
and scholars alike: Gary Saul Morson has clearly formulated this problem, suggesting that War and Peace
is structured according to a strategy of ‘“negative narration” that avoids the falsifying effects of
emplotment. See Morson, Hidden in Plain View: Narrative and Creative Potentials in War and Peace
(Stanford: Stanford UP, 1988), 130-89. Recent engagement with this issue includes Justin Weir’s Leo
Tolstoy & the Alibi of Narrative, which catalogues Tolstoy’s narrative strategies of diversion and their
role in the creation of meaning. Liza Knapp addresses this issue as a problem of communication among
characters, positing that near-death experiences alter the course of normal verbal signification. If language
is a Rousseaian social contract, “where the meaning of words depends on the conventions of the
community of bearers of this language,” then Anna Karenina’s spiritual distance from her community
prompts her simultaneous loss of any ability to depend on its language, while Levin, meanwhile, is
troubled by the “arbitrariness and artificiality of conventionalized language.” To the extent that language
fails, “for Tolstoy, it is perhaps better for the soul to be silent, or else develop hidden and indirect means
of expressing itself.” Knapp, “Death Sentences,” 6-9. This chapter will examine the narrative
manifestations of such indirect means of expression. For an exhaustive catalogue of bodily language, and
its employment in literature as a means of verbalizing the non-verbal, see Barbara Korte, Body Language
in Literature (Toronto: U of Toronto P, 1997).

® See pp. 3-6 of the introduction of this dissertation for an excursus on my use of “omniscience” as a term
that denotes the establishment of limitation as much as it signposts the presence of authority. See also
Jaffe, Vanishing Points, 168.
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are split not only diachronically, caught up in the temporal gap separating an experiencing
focalizer and an experienced future self, but synchronically, as well; they play with the tension
between limitation and privilege, frequently breaking through epistemic boundaries, penetrating
the interiors and detailing the histories of other characters with impossible accuracy and
perspicacity. In creating textual bodies in order that the secret grammar of their faces, gestures,
eyes, and movements may be parsed and interpreted, Childhood [lerctBo, 1852] privileges a
mechanism of silent, non-verbal reading as a higher order of narrating. Boyhood [OTpouecTBo,
1854] and Youth [FOnocTsh, 1857] equate these scenes of reading with the intimacy of filial
closeness, suggesting that the model for the aesthetically proper reading of people follows that of
a closely-knit family, a coterie of like-minded interpreters, well-versed in the silent reading of
each other’s exteriors, while also warning against the potentially pernicious consequences of
reductively reading other people as one reads literary characters.

As it proceeds from the anxious antinomies of narrating the unnarratable in “A History of
Yesterday” to flatly narrating what constitutes truth in “Sevastopol in May,” Tolstoy’s early
working-out of narrative voice becomes a working-through of narrative ethics. The “reading”
Tolstoy’s early narrators perform comes wrapped up in a negative, deontic modal: in paying lip
service to the imperceptibility of characters’ still-perceived smiles, Tolstoy’s early narrators
grapple with their acts of reading, seeing, and knowing what they ought not read, see, and know.
Tolstoy’s early narrative voices structure the textual space of intimacy and privacy—the
boundaries of the bodies and minds of the other—in order to make a display of violating them.
His early narratives are invested in the ethical consequences of the penetrative, revelatory acts of
reading that they also stage. His pseudo-autobiographical, proto-omniscient texts walk the line
between professing limitation while performing authority, delaying the direct penetration of the
mind in order to model the right kind of reading first: Tolstoy’s narrators see the flesh, but wait.

I1. “God alone knows”: negotiating privileged knowledge in “A History of Yesterday”

Written over the course of a few weeks in March 1851, Tolstoy’s unfinished “A History
of Yesterday” is from its opening lines concerned with the representation of impossible, secret,
or privileged narrative knowledge. An attempt to record all the impressions, thoughts, and
experiences of a single day, the narrative immediately gets caught up in the tricky requirements it
sets for itself. The narrator wakes up late, a fact that quickly redraws the narrative’s attention to
the events of the previous day, as the details of that night’s activities must precede the narration
of their effects the following morning. The sketch promises to form a sort of Zeno’s paradox of
narrative, never quite able to get to its own subject; it ends after detailing the narrator’s dream,
returning to the morning of the (still-unnarrated) titular day. The unfinished sketch lays bare not
only the nature of narrative for Tolstoy,’ but the problematics of “laying bare” itself; it is as
concerned with the devices of omniscience and the ability to represent privileged knowledge as it
is with the possibilities (and limitations) of storytelling. “A History of Yesterday” plays with the
aporias inherent to the act of its narration, as the devices that underwrite the narrative also
fundamentally undermine it.

7 As Irina Paperno notes, narrative time in “A History of Yesterday” flows backwards in a series of
recursive digressions, which predicts the aporetical false-starts Tolstoy would later experience again with
the opening of War and Peace, as well as, | would add, the nature of the narrative penetration of the mind
full-stop. Paperno, “Who, What Am I?” Tolstoy Struggles to Narrate the Self (Ithaca: Cornell UP, 2014),
15-16.
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As the opening lines profess, the narrator’s motivation has little to do with plot, since the
day in question was by no means remarkable—*I am writing a history of yesterday not because
yesterday was extraordinary in any way, for it might rather be called ordinary...” [IIumry s
MCTOPUIO BYECPAIIIHETO JIHS, HE IOTOMY, YTOOBI BUEpALITHHIA JeHb ObUT KeM-HHOYIb 3aMeuaTesicH,
CKOpee MOT Ha3BaThCs 3aMeuaTelbHbIM |—and more to do with revelation and exposure: «...but
because I have long wished to narrate the intimate side of life through an entire day.” [a moTomy,
YTO JaBHO XOTEJIOCh MHE paccKas3aTh 3ayIIEBHYIO CTOPOHY >kHU3HU ogHOro aHs.] (1:377). This
narration of the intimate, however, is by no means easy, as “God alone knows how many diverse
and diverting impressions, and thoughts awakened by those impressions which, though obscure
and confused, are still comprehensible to our minds, occur in a single day” [bor onun 3Haer,
CKOJIbKO pa3HO00Opa3HbIX, 3aHUMATEIbHBIX BIICUATICHUH U MBICIIEH, KOTOPBIE BO30YKIAIOT 3TH
BIICUATIICHUS, XOTSI TEMHBIX, HESCHBIX, HO HE MEHEE TOTO MOHATHBIX JyIlIe HAIIEH, IPOXOIUT B
OJIVIH JICHB |.

This great unrecorded mass of thoughts and impressions challenge all technologies of
transcription, for “even if they were narratable” [Esxenu 651 MO3xHO ObIIIO pacckasats ux] and in
some way able to be turned into a single book, there would still not “be enough ink in the world
to write it, or typesetters to put it into print” [HegocTano Obl UePHUIT HA CBETE HAMKCATH €€ U
tunorpa¢mkoB Harnevyarats|. Having paid lip-service to the nigh-on impossibility of narrating
the intimate and giving expression to interiority, however, the narrator then optimistically gets
down to the business of such a project anyway [K nemy] (1:377). Here, the narrator’s «bor onux
3HaeT» already signposts an apparatus of omniscience that underwrites the very narrative
privilege it claims to divest itself from, as the narrator begins anyway the impossible task of
deciphering and recording what “God alone knows.”

Almost immediately, the requirements of faithfully recording the day’s impressions and
thoughts bog the narrative down in digressions, while also calling to action a wide field of
vision: that the narrator woke up at 9:45 is justified (he went to sleep the night before after
midnight) before being recast in the context both of his personal goals (“It has long been my rule
never to go to bed after midnight” [fI nan cebe qaBHO MpaBMIIO HE TOKUTKCS Mo3xke 12]) as well
as of his recent habits (“yet this happens to me about three times a week” [u Bce-Taku B Heelto
pa3za 3 ato co mHOI0 cimydaercs]) (1:377). The narrator then apologizes for the digression that
will take up the majority of the rest of the unfinished sketch, noting that it is, after all, a
novelistic convention to devote “entire chapters” to the backgrounds of literary heroes (1:378).
The mandate to narrate the intimate side of life reinforces the position of the narrative voice that
must negotiate all the resultant digressions and revelations; the narration of the intimate—
unfinished autobiographical sketch or not—draws its own comparisons to novelistic narrative,
while also necessarily relying on the narration of figural consciousness, history, and habits.®

Within this digression into the day before yesterday, the barest furtherance of the plot (“1
was playing cards” [ urpan B kaptbi]) yields yet another long digression, this time into the
nature and types of conversations, which card-playing supplants as an activity. Speech, the

¥ Of course, it has long been an accepted truism among both scholars and readers alike that in Tolstoy, the
auto-referential feeds into and informs the fictional. In his famous articles on early Tolstoy, N. G.
Chernyshevsky puts the author’s narrative finesse down to his likely ability to self-observe and self-
psychologize. Chernyshevsky, Pis 'ma bez adresa (M: Sovremennik, 1983), 117. Boris Eikhenbaum’s
influential series of monographs on Tolstoy asserts that his early diaries lay the groundwork for the
devices of observation and psychologization that will later be continually employed in his fiction. See
Eikhenbaum, The Young Tolstoi, trans. Gary Kern (Ann Arbor: Ardis, 1972), 7-46.
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narrator maintains, can seemingly only fail; interlocutors either do not listen, or are so
entrenched in their own point of view that they end a discussion further apart than when they
started, or they carry on speech only “because it would be improper not to say something” [He
npuanyHo O6bu10 OBl He roBopuTh ). This last type of conversation encodes an awareness of its
own emptiness, by way of the privileged knowledge of interiority: “One person thinks, ‘You
know quite well that I have no real interest in what I am saying, but it is necessary,” and the
other, ‘Talk away, talk away, poor soul—I know it is necessary’” [OgHa CTOpOHa TyMaeT: Bellb
BbI 3HAETE, YTO MHE HUKAKOTO JleJla HET JI0 TOT0, O YeM 5 TOBOPIO, HO HY)KHO; a Apyrasi: TOBOPH,
roBOpH, OCTHSIKKA, -- 5 3HAI0, 94TO HeoOxoaumo.] (1:379). Here again, as in the disparity between
«06or oauH 3HaeT» and «k gexy» in the opening paragraph, the performance of authority is
wrapped up in an ostensible divestiture from it; the apologized-for digression differentiates
various kinds of empty speech ultimately by way of the thoughts that they mask, which the
narrator is empowered to contrast by unveiling them (“One person thinks...”). His superior field
of vision relies on the third-person narration of the thoughts of hypothetical characters, as
contrasted with their speech, a model in miniature of the narrative situation of Tolstoy’s later
fiction.

A similarly penetrative field of vision patterns the narrator’s interactions with other
characters in the story, beyond those of his own digressions or hypothetical focalization.® The
limits and reach of his access as a narrator define his relationship with the woman he desires, and
with whom he is playing a game of erotically charged mutual observation, as much as he is
cards.!® When detailing her semi-coquettish behavior (defined as a function of her own desire zo
be seen: “no, not coquettish, but she does love to please, and even to turn heads” [ner, He
KOKETKa, a JIIOOUT HPaBUThCS, 1aXKe KPYKHUTh TosoBy|), the narrator judges her visible habits
against her hidden but true desires and intentions, which reveal themselves to his gaze:

She has a bad habit of sweet-talking with her husband in front of others, but this does not
bother me; it means no more to me than if she should kiss the stove or the table. She is
playing with her husband as a swallow plays with a blossom, because she has a good soul
and this makes her happy.

V Hee nypHas NPUBBIYKA BOPKOBATHCS C MYKEM IIPU IPYTHX, HO MHE U JeIa 10 9TOro
HET; MHE BCE PaBHO, YTO OH IIeJI0BaJIa MEUYKY WU CTOJ, -- OHA UT'PAET C MY>KEM Kak
JIACTOYKA C ITyLIKOM, IIOTOMY YTO IyIlla XOpoliast ¥ oT 3Toro Becenas. (1:380)

? David Herman suggests the phrase “hypothetical focalization” (a reworking of Genette’s narratological
categories) to cover the narration of “what might be or have been seen or perceived — if only there were
someone who could have adopted the requisite perspective on the situations and events at issue.” Herman,
“Hypothetical Focalization,” 231.

' The significance of observation to the sketch has not gone unobserved; as Irina Paperno notes, the
stenographic-like narrative is more than a stream of consciousness, but is rather “a special case: a stream
of consciousness with an observer.” Paperno, Who, What Am I, 17. Viktor Shklovksy argues that had the
sketch been completed, it would have approached the stream of consciousness later to be found in James
Joyce. See Shklovsky, Povesti o proze: razmyshleniia i razbory, tom 2: v kotorom rasskazyvaetsia o
russkoi proze. (M: Izdat. khud. lit., 1966), 272.
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Although the narrator insists he does not want to possess this woman (1:380), his narrative both
closely follows her body, hands, and movements, and renders her husband into a non-character,
denying him animacy by turning him into a “stove or the table.”

He also closely tracks her observation of him; when checking his watch, he remarks: “It
is astonishing: except when I am speaking to her, I never catch her gaze on me, and yet she sees
all my movements” [Y TuBUTEBHO: UCKITIOYAst KaK KOTJA 51 C HEH TOBOPIO, 1 HUKOT 1A HE BUIAT
Ha ceOe ee B3MIsL/1a M BMECTE C TEM OH a BUAMUT Bce Mou aBrxkeHwus | (1:380-81)—an observation
interrupted by the direct, reported speech of her noticing his watch [«AX, kakue y HEro po30oBbIe
gacel!»]. This mildly discomforts him, but he notices that she notices that they “both understood
that it was funny, and smiled” [lomxHo ObLI10, i OBLIO KAaJIKO, YTO OHA CKa3aja Belllb, KOTopas
MEHSI IOCTAaBUJIa B HEJIOBKOE MOJIOKEHHE. MbI 002 IOHSIIH, YTO CMEIIHO, U YJIBIOHYIIUCH |
(1:381), moving in short order from external observation of her to focalization through her.

Watching becomes transitive in this game of mutual surveillance; the narrator’s gaze
follows the card-playing woman’s movements closely, here frustrated by their illegibility, there
narrating her interior directly, laying bare her desires and thoughts. At the same time, he too is
subject to such a gaze, and is aware that his movements are also being tracked. Muddying the
line between character and narrator, who are both implicated in a system of mutual reading, the
narrative plays with the boundaries between the obvious and the intimate, the visible and the
hidden. Indeed, the sketch frequently draws attention to this tricky boundary, as the narrator’s
observation and narrativizing comes to confound his presence as a character. He intensely—to
the point of distraction—follows the woman’s movements, mapping out all her possible
motivations for suggesting that they continue their game, in a scene of chalk-writing that will be
echoed by the moment of impossible communication between Kitty and Levin:

Whether she wished to end this conversation which I found so sweet, or to see how |
would refuse, or whether I would refuse, or whether she simply wished to continue
playing, she looked at the figures which were written on the table, drew the chalk across
the table — making a figure that could be classified neither as mathematical nor pictorial —
looked at her husband, then between him and me, and said: ‘Let’s play three more
rubbers.’ [ was so absorbed in the contemplation not of her movements alone, but of
everything that is called charme—which is impossible to describe—that my imagination
was very far away, and I did not have time to clothe my words in a felicitous form. I
simply said: ‘No, I can’t.’

XOTenoch i e KOHYUTD 3TOT MUJIBIM 111 MEHS pa3roBOp, WU IIOCMOTPETH, KaK s
OTKaXYCh, M 3HaTh, OTKaXKyCh JIH 51, HJIU IIPOCTO €IlIe UrpaTh OHA IOCMOTpeNa Ha IIU(PHI,
HalMCaHHbIE Ha CTOJIE, IPOBEIA MEJIKOM I10 CTOJIY, HApUCOBala KaKylo-To, HE
OIpEeJICIEHHYIO0 HU MaTeMaTH[ KO |, HM ’KMBOMUCHIO (PUTYpPY, TOCMOTpEIa Ha MyXa,
MOTOM MEX]ly UM M MHOM U «JaBaiiTe ele urpath 3 podepay. S Tak ObUT HOTPyKEH B
paccMaTpuBaHUe Ha 3TUX JBM)KEHUIL, HO BCETo, YTO Ha3bIBalOT charme, KOTOPHIi
OIKCATh HEJNb3sl, YTO MOE BOOOpaKeHHE ObUIO OUYEHB JAJIEeKO U HE TIOCIEIN0, YTOObI
o0Jiedb c10Ba MOU B (pOpPMY YAauHYIO; 51 IPOCTO CKa3all: «HET, He Mory» (1:381)

Here the narrative encodes a self-awareness of its own overt concentration on reading, as well as
on the distance separating the split selves of the experiencing character and the experienced
narrator. The narrator’s conversation with the woman falls victim to the overriding demands of
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its future retelling: the activities of reading that empower his ex-post-facto narrativizing—closely
observing movements, while detailing the possible interior states that those movements signify—
distract the narrator-as-character, interrupting his speech and leaving his words exposed and
“unclothed.”

The narrative plays with the gap between character and narrator, threading itself between
devices that distract one, but empower the other. The married female card-player’s narrative
rendering of the narrator indexes further value for him, and sets off yet another digression. She
speaks of him aloud in French, referring to him in the third person [“Comme il est aimable, ce
jeune homme’], a sentence which he notes “interrupted my reflections” before pausing to reflect
again:

How I love to have her speak of me in the third person. In German this is rude, but I
would love it even in German. Why doesn’t she find a decent name for me? It is clearly
awkward for her to call me either by my given name or by my surname and title. Can this
be because ...

Kak s mo06:10, 4T0 OHa MEHS Ha3bIBaeT B 3-M ymiie. [lo-Hemerku 3To rpy0ocTh, HO I OBI
mo0mIT ¥ o-HeMenku. OTYero oHa He HaXOJAUT MHE MPUIIMYHOTO Ha3BaHUs? 3aMeTHO,
KaK eil HeJIOBKO 3BaTh MEHS 110 KIMEHH, HO (DaMUITNK | 110 TUTYITy. Heyxkenu 3To oT Toro,

410 11... (1:382).

His reflections further narrativize the possible meaning of having himself been narrativized; the
epistemological boundary separating character from narrator is made slippery by their mutual
implication in the same system of reading and narrating, all while the demands of (first-person)
narration impinge upon the experience [of] being narrated (in the third person).

In this narrative, the elements of narrative itself—the rendering of characters in a story,
the making legible of interiority, the relaying of conversation—all become already problematic,
meta-literary signposts of authority, marked by a self-aware tension between knowledge and its
absence. Following with sharp, self-denyingly erotic focus the hands, head, face, eyes, and “the
narrow, sharp little nose and the mouth that was one with the eyes and always expressed
something new” of his fellow card-player, the narrator laments, “At this moment who could say
what it expressed,” before precisely saying what it expressed: “There was pensiveness and
mockery, and pain, and a desire to keep from laughing, dignity, and capriciousness, and
intelligence, and stupidity, and passion, and apathy, and much more” [B sty Mmunyty, kax
CKa3aTh, YTO OH BBIpaxkas1? belia v 3aJyMYMBOCTb, U HACMEIIIKA, 1 0OJIC3HEHHOCTD, 1 JKEJIaHUE
ylep>KaTbcs OT CMeXa, U BaXKHOCTb, M Kallpu3, U YM, Y TIYIIOCTb, U CTPACTbh, U alaTusl, U eIe
MaJo i 4To oH BeIpaxkan] (1:382). The narrative voice that asks “Who could say?” [kak
ckaszarb?] of its own eventual object of representation denies complicity in an invasive narrative
apparatus, in the moment of relying on it.

Such scenes of mutual reading underscore the early ethical stakes of narrative for
Tolstoy. The characters of Tolstoy’s first first-person narrative come already interpenetrated,
already invested in the ethics of the products of their own reading; the narrator professes his love
for the “secret relationships” that are “impossible to explain,” evidenced by the smiles that,
though “imperceptible,” still lead to mutual understanding. The narrative calls “secret” the
revelations it exposes, “inexplicable” the relationships it explains and “imperceptible” the smiles
it perceives. It is no surprise, then, that in the narrator’s unrealized, hypothetical, ideal version of
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his domestic life, he returns home from cards to find his imaginary wife, reading (1:389). Erotic
interest is vehemently denied by a narrative voice whose “readings” caress the body, hands, and
skin of the objects of his observation, penetrating and unclothing the hidden desires that lie
beneath them.

Such moments of mutual observation comprise an armature of devices that inform
relationships in the diegetic world, including those between narrator and character—while also
interrupting them. These devices both inform and distract, penetrate and obfuscate; their use also
necessarily entails their own disavowal, as in attesting to the impossibility of representing («bor
onauH 3HaeT») what will eventually be represented anyway («K nemy»). Interiors are accessed, but
not without some difficulty: the narrative problematizes the legibility of gestures in the process
of reading them, making “the intimate side of life” a difficult-to-access space of privilege,
pointed to by the textual bodies it lies beyond.

I1I. “I read what I ought not to know”: the ethics of overreading in Childhood

The ethics inherent to the reading and narrating of the minds of characters takes center
stage in Tolstoy’s semi-autobiographical literary debut Childhood [derctBo, 1852]. The novel’s
narrative situation—split temporally between the first-person experiences of the young boy
Nikolai Irten’ev and his older self, reflecting on his memories from a future vantage point—
draws special attention to the antinomies of narrative authority. This multileveled narrative
foregrounds the devices that underwrite it; it focuses on the act of telling, as well as on the
mechanics of memory and observation. The result is a narrative voice caught up in a tension
strung between, on the one hand, an inexperienced child observing his family impossibly well,
and on the other, an older narrator recalling these events impossibly accurately.

Nikolai’s character-narration is both flooded with foreknowledge and also subjectively
limited; his story-telling is defined by a pendulum-swing between privileged knowledge and
limitation, between penetrating vision and naiveté.!! His ethically invested reading mediates
between these two poles, serving as a conduit for both the unimpeachability of narrative

"' Childhood—first published in the September 1852 edition of the “thick journal” The Contemporary
[CoBpemennuk], and signed only “L.N.”—is possessed of a murky generic identity that Andrew Wachtel
convincingly demonstrates to be “pseudo-autobiography.” Wachtel, The Battle for Childhood: Creation
of a Russian Myth (Stanford: Stanford UP, 1990), 15. Although it contains many elements drawn from
Tolstoy’s life, he claims (see PSS 34:348) it is more accurately based on the lives of his childhood
friends, the children of A. M. Islenev, Tolstoy’s wife’s grandfather. Christian, Tolstoy: A Critical
Introduction, 22. As he was to recount to the journal’s editor, Nikolai Nekrasov (see PSS 59:193),
Tolstoy initially conceived of the novel as the first of a tetralogy (see Eikhenbaum, The Young Tolstoi,
83) entitled The Four Epochs of Development, although the fourth part, MonogocTs, was never written
(Ibid., 41). Initial public and critical response to the novel was very positive; see Bilinkis, O tvorchestve
L. N. Tolstogo (L: Sovetskii pisatel’, 1959), 17. However, Tolstoy objected strongly to the unauthorized
changes Nekrasov made to his original manuscript, including the reworked (and more autobiographical)
title The History of My Childhood [Uctopust moero aerctBa] (see PSS 59:211 and De Haard, Narrative
and Anti-Narrative, 24). As Andrew Wachtel argues, the pseudo-autobiography generates a multi-
voicedness of perspectives that are in constant dialogue with each other, including not only author,
narrator, and protagonist, but the past and present selves of the same person (The Battle for Childhood,
17-20), an interplay of narrative voice that “affords the novelist an unusual opportunity. He can use
material from his own life in a form that has traditionally engendered an illusion of truth in readers, yet he
is not bound by truth and is able to create the kind of fictional world characteristic for the novel” (The
Battle for Childhood, 18).
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authority and, simultaneously, the self-effacement of narrative perspective, a negotiation
between the «6or 3naeT» and «x aemy» of “A History of Yesterday,” constantly drawing the
reader’s attention to the possibility, shape, and consequences of the narrator’s privileged
knowledge.

As an embodied character-narrator, the ten-year-old Nikolai engages in the silent reading
of other characters, a process which privileges the visible as a means of accessing the invisible:
thoughts, intentions, and desires play out on the faces, in the eyes, and through the movements of
the hands of other characters. However, the signification of hidden meaning by visible gesture is
complicated by the architectonics of Nikolai’s temporally split narrative situation: while he is of
course invested with the foreknowledge of a future vantage point, at times caught between
focalizing through his younger self and recasting his narrative with the benefit of hindsight, he
also both over-reports and overreads, exceeding the limits of his possible knowledge by
focalizing through other characters, and even narrating their interiors directly. Even during such
moments of paraleptic overreading, Nikolai still reverts to “reading” (impossible-to-observe)
exteriors, narrating within the (already-exceeded) boundaries of his field of vision.!? In the end,
the exercise of narrative authority in the novel plays out in a matrix of legibility that obscures
what it also exposes, making difficult-to-access the spaces and secrets that the ostensibly limited
character-narrator penetrates and reveals all the same.!?

The opening scene establishes the novel’s ethical stakes, highlighting its overt focus on
overreading as a consequence of budding self-authorship, as well as of childhood itself. The
novel begins with Nikolai Irten’ev being rudely awakened by his German tutor, Karl Ivanych,
who has swatted a fly over Nikolai’s head. We gain access to Nikolai’s thoughts immediately, as
he wonders why he, and not his older brother Volodya, is being bothered and “tormented,”
concluding with a moment of over-reporting: “’ All he thinks about his whole life,” I whispered,
‘is how to annoy me. He sees quite well that he has wakened and frightened me, but he acts as
though he did not notice it. He is a contemptible fellow! And his dressing-gown and cap, and
tassel, -- they are all contemptible!” [Tonbko 0 TOM U JyMaeT BCIO XKHU3Hb, -- MPOIIENTAT 5, -- KaK
ObI MHE J1e71aTh HenpUATHOCTH. OH OUeHb XOPOIIO BUAMT, YTO Pa30yauiI U UCITyTal MEHs, HO
BBIKa3bIBAET, KaKk Oy/ITO HE 3aMeyaeT... MPOTUBHBIN yenoBek! M xanar, 1 mamnoydka, 1 KUCTOUKA —
kaxue nporuBHbie!] (1:17).!* Nikolai’s narration here takes the shape of an ethically charged
moment of overreading. His angry judgement of Karl Ivanych conflates the entirety of his
character with a single action, immediately exhausting any position the character might occupy
outside the field of vision of the young boy, who overly confidently reports on “all he thinks

12 In his taxonomy of structuralist narratological terms, Gerard Genette suggests “paralepsis” as the
moment of epistemological violation, when a focalized character reports more than is possible to be
observed or known from their subject position (Narrative Discourse, 189), although the term’s
limitations—including its prioritization of some sort of knowledge that must be attributed and justified
before the act of storytelling—have been extensively annotated (see Dawson, The Return of the
Omniscient Narrator, 196-204).

13 Richard Gustafson draws attention to the complicated narrative situation of Childhood as an
epistemological problem, a function of its “double-layered telling, the story told by Nikolenka and the
story recalled by Irtenev,” but notes that since the novel’s protagonist is also its first-person narrator, his
“way of knowing” is “unmediated by any outside narrator. The character himself tells, and therefore his
ways to know are embodied and revealed in his narration.” Gustafson, Leo Tolstoy: Resident and
Stranger: A Study in Fiction and Theology (Princeton: Princeton UP, 1986), 234.

' Translation of Childhood, Boyhood, and Youth adapted from Leo Wiener’s.
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about his whole life,” the disparity between what “he sees quite well” and what “he acts as
though he did not notice,” and the inner state (contemptibility) evidenced by the external markers
supposedly pointing to it (the tutor’s dressing-gown and other bedclothes). By drawing attention
to this moment of overreading the other, Childhood from its opening page makes us aware of the
ethical stakes of its narrative voice.

Indeed, the narrator’s ability to read and judge other characters is immediately thrown
into relief. When Karl Ivanych returns and attempts to tickle him awake, the frustrated and
crying Nikolai—who had been pretending to be asleep before crying out to the tutor, “Ach,
lassen sie,”—first notes (using the modalizing locutions expected of a limited character-narrator)
that Karl Ivanych is “evidently in the pleasantest of moods” [kak 3ameTHO OBLTO, B cCaMOM
NPUATHOM pacnojioxkeHuu ayxa], before reneging on his earlier judgement, seeing the concern
with which Karl Ivanych responds to the evident tears in his eyes: “Oh, how he is good, and how
he loves us; how could I have thought so ill of him!” [«Kaxkoit o 100pbIif 1 Kak HAac THOOUT, a 5
MOT TaK JypHO 0 HeM aymaThb!»] (1:18).!1° Formerly seemingly legible exterior signs—and the
interior states for which they stand—now become slippery and mutable, and a moment of
confusion, not clarity:

His good German face and the interest which he evinced in trying to ascertain the cause
of my tears made them flow more copiously; I felt ashamed, and I could not understand
how a minute ago I could have disliked Karl Ivanych, and how I could have found his
dressing-gown, his cap, and his tassel contemptible. Now, on the contrary, all those
things appeared particularly charming to me, and even the tassel seemed to be an evident
proof of his goodness.

Ero no6poe Hemelkoe JIuio, y9acTre, C KOTOPBIM OH CTapaics yraJlaTh IPUINHY MOHX
CJIe3, 3aCTaBIISIM UX TE€Ub elle OOMIbHEee: MHE ObLIIO COBECTHO, U 51 HE TTIOHUMAJI, KaK 3a
MUHYTY TIepe]] TeM s MOT He oouTh Kapa BaHbua U HAXOAUTh TPOTUBHBIMH €TI0
XaJaT, MAnoYKy ¥ KUCTOYKY; TeTephb, HAIPOTUB, BCE ATO Ka3aJl0Ch MHE YPE3BBIYAITHO
MUJIBIM, M JTaXKe KUCTOYKA Ka3alach SIBHBIM JOKA3aTEIbCTBOM €To J00poThl. (1:18)

The same exterior markers now indicate the very opposite of what they seemed to Nikolai to
represent only moments earlier. With this sudden reversal, Childhood problematizes Nikolai’s
reading of the other, making of his misfired face-reading a bad-tempered moment of youthful
impatience, literally a problem of childhood. In drawing our attention to the exigencies of
Nikolai’s gaze as a narrator, as well as to the problems seemingly inherent to his reading other
characters, Childhood early on makes an issue out of the representation of interiority. Starting
with this first moment of being overread, the potential for characters to mean something outside
of the context they serve within Nikolai’s reading of them will increasingly become a central
tenet of this trilogy of novels.

Nikolai invokes the role of the reading and judging narrator as a means of rejecting and
overcoming his other, simultaneous status -- as a read and judged character himself. He is aware
of and plays with his own exposure just as he (believes he) perceives that of Karl Ivanych. When

!> Genette notes how the use of “modalizing locutions” (phrases like “it seemed”) mark moments of
internal focalization through a character (that is, narration strictly within a limited perspective), which
plead ignorance of external focalization (Narrative Discourse, 203), moments that in Tolstoy index the
activation of the way of knowing of a particular character (Ibid., 193-94).
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asked about the source of his tears (having had his own face read, as it were), Nikolai narrates a
made-up story about a non-existent bad dream to explain them away:

I told him that I was crying because I had had a bad dream, that I had dreamt maman had
died and was being buried. I had made up all that myself, because I really did not
remember what it was I had dreamt about that night; but when Karl Ivanch, touched by
my story, began to console me, it seemed to me that I had actually had such a terrible
dream, and my tears began to flow, this time from an entirely different cause.

51 ckazan eMy, YTO IJIa4y OTTOTO, YTO BUJAET JYPHO#M COH — OyITO maman ymepiia 1 ee
HECYT XOPOHHUTh. Bce 3T0 5 BeIyMall, HIOTOMY 4TO PELIMTEIbHO HE TIOMHMII, YTO MHE
CHWJIOCH B 3Ty HOYb; HO Korja Kapis MBaHbIU, TPOHYTBI MOMM paccka3oM, CTajl yTelarhb
U YCIIOKanBaTh MEHS, MHE Ka3aJI0Ch, UTO sl TOYHO BUJIEJ 3TOT CTPALLIHBII COH, U CJIE3bI
MOJIWJIUCH YK€ OT Ipyroi nmpuuuHsl. (1:18-19)

With this dream, the novel plays further with Nikolai’s role (and authority) as a simultaneous
narrator and character, ethically invested in the consequences of his reading. On one level, this is
a moment of crossover, replicating in miniature the novel’s narrative at large: Nikolai the
character, whose exterior signs are read by Karl Ivanych, responds to this exposure by
experimenting with [self-]authorship, taking on the role of fictive omniscient narrator,
composing a story about an unseen interior, the dream, that he “made up all” himself in order to
overcome being “read” in the same way he reads others. This fiction has a marked effect,
however, as Nikolai now overreads once more, this time over-identifying with the plight of the
protagonist depicted in his own story; he begins to cry again, now because of his own self-
narrated explanation for his earlier tears, as the “dark thoughts about the made-up dream” remain
[HO MpavHBIE MBICITH O BBIlyMaHHOM CHe He ocTaBiisii MeHs| (1:19). His stab at composing an
fictitious omniscient narrative has proved too powerful, and has only caused the very emotional
reaction he was seeking to explain away in the first place.

Here Childhood suggests the potentially wide-reaching effects of story-telling itself,
including its own. The novel playfully points to the falsity that lies at the heart of empathizing
with fictional characters possessed of fictitious interiors, as the story Nikolai has narrated is a lie,
but has produced tears all the same.!¢ The dream is also yet another moment of overreading,
laying bare the complicated architectonics of Nikolai’s dual narrative position as both limited
focalizer and omniscient narrator: the narration of the process that leads to the terrible but made-
up dream eventually “seeming real” to Nikolai exceeds his possible memory of it, and therefore

' As Justin Weir notes, here Nikolai’s “very real emotion has its basis in the recollection of something
that never happened” which suggests that the novel as a whole “is composed of events which, though they
may never have existed, are meant to evoke genuine emotion.” Weir, “Language and Death in Tolstoy’s
Childhood and Boyhood: Rousseau and the Holy Fool,” Tolstoy Studies Journal, Vol. 10 (1998), 49.
Robin Feuer Miller details the centrality of this false dream to broader Tolstoyan realizations about the
status of the “creative impulse” and how “lies can express truth,” as “[b]y the end of the day Nikolai is
haunted by both a dream he never dreamt and by memories he never had. Yet these non-events are central
to the later depiction of his childhood, and they are thus in some ways as real as anything else. As with
the false dream, the lie—the false recollection—can become real and thus functions disturbingly as a kind
of truth.” R. F. Miller, “The Creative Impulse in Childhood,” in Before They Were Titans: Essays on the
Early Works of Dostoevsky and Tolstoy. Ed. E. C. Allen (Boston: Ars Rossica, 2015), 172.
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stands outside of what he could narrate after the fact. In a recursive moment that recalls “A
History of Yesterday,” Nikolai’s impossible pronouncement (“it seemed to me that I had actually
had such a terrible dream”) belies its own complexity, as the effects of the made-up dream
become unnarratable (having replaced, and become already more real than, the actual reality of
that night; that is, a now unremembered dream) in the moment that they are narrated.

By exposing the exigencies of and flaws inherent to its narrator-protagonist’s ability to
narrate “the intimate side of life” with any authority, Childhood casts a spotlight on the effects of
its narration—including on its own narrator. This opening scene of overreading also serves as
metafictive foreshadowing, as the novel—again like “History of Yesterday”—will end how it
began, with Nikolai once more narrating the story of his mother’s death, and dwelling on its
effects. The novel plays again with the antinomies of Nikolai’s narration, further suggesting the
potentially deleterious consequences of narrative storytelling: at first a lie, and then a moment of
early proto-omniscient narration, Nikolai’s story produces an emotional response, before
eventually coming true, ending the novel that frames it. In this sense, Nikolai fictionally kills his
mother twice; both narratives, which bookend the novel, hurt him deeply.

From this opening scene, Childhood casts the processes that underwrite the novel’s
matrix of legibility as problems of childhood. The overly confident overreading, that reduces
Karl Ivanych to a contemptible mass of exterior signs, is written-off as a symptom of a fickle
youthful temper, while the narration of a made-up dream negotiates and limits self-exposure
(explaining away tears of frustration), in the process predicting the event that will mark the end
of both the novel and Nikolai’s childhood itself.!”

However, we are also made aware that young Nikolai’s reading (of other characters, as
well as of the significance of their gestures or speech) stands potentially ever correctible with the
benefit of the hindsight still to come, supplied by his older self, who is less a frame narrator than
a fluid presence throughout the novel, here and there interrupting the narration of his immediate
experience with a running commentary on memory and age.'® The novel’s chapter titles rehearse
the split between these two narrative levels: at first cohering around the major elements that
define the experiences of a young child (“My Teacher Karl Ivanych,” “Maman,” “Papa,”
“Classes”), they become increasingly complicated, eventually acquiring the slant of the
experienced older version of Nikolai (“Something akin to first love” [UTto-To Bpozae nepBoii

'7 Boris Eikhenbaum famously argues that the chapters of Childhood are organized not by a central plot,
but by a series of “diverse scenes” that are “ordered by time,” linked together by several leit-motifs,
including that of the mother. Eikhenbaum, The Young Tolstoi, 56-58. Eikhenbaum—employing various
visual metaphors to define Nikolen’ka’s narrative position, describing him first as a “window through
which we look at a changing series of scenes and characters,” and then the means through which the
world is “examined under a microscope”—notes the centrality of “poses” and the “details of movements,
gestures, intonations, etc.” to the characters under description, as if “the figures are split up, spread
throughout history and channeled through the perception of Nikolenka.” Ibid., 63. Edward Wasiolek,
referencing the three earlier versions of Childhood, counters Eikhenbaum’s argument, suggesting instead
that the novel is concerned not with motherhood or the linkage of menounocts, but rather by the thematic
of death. Wasiolek, Tolstoy’s Major Fiction, 21.

'8 As Charles Isenberg writes, the frame narrator (of a story within, and often about, another story)
becomes an intradiegetic participant in both narratives, a situation which ultimately engenders a
heightened awareness of the setting of narration, the act of telling, and the distance between the inset
story and its outer frame, conditions by which “frame narratives gesture at being machines for modulating
the force and direction of narrative authority.” See Isenberg, Telling Silence: Russian Frame Narratives of
Renunciation (Evanston, IL: Northwestern UP, 1993), 2, 30.
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mo6Bu], “What kind of a man was my father?” [Uto 3a genoBek 0b11 Moii oten?]). Within these
chapters, the line separating the two narrative voices often becomes muddied, as even individual
sentences demonstrate a constant tension between them. Grammatical tense, narrative voice, and
verbal aspect all mark a continual, fluid change in perspective from one to the other.

Childhood’s first chapter shifts from the past tense narration of the opening episode of
being rudely awakened to a description of Nikolai’s memory—and ability to remember—Karl
Ivanych’s corner and possessions, changing tense and aspect in the process. Nikolai details Karl
Ivanych’s reading habits and books, noting: “Among the objects which lay on Karl Ivanovich’s
shelf, there was one which more than any other reminds me of him.” [B uucne npeameros,
JexaBImux Ha nonouke Kapna MBanbrda, OblT 0IMH, KOTOPBIN OOJIBIIE BCETO MHE €TI0
nanomuHaet] (1:20). After this shift to present tense, Nikolai recalls Karl Ivanych from a
position of some remove, marveling at how even now he can see before him “the long figure in
the cotton dressing-gown and red cap, underneath which peep out scant grey hairs” [Kak teneps
BUKY 5 TIepe]l co00i JTMHHYI0 (GUTypy B BATOYHOM XaJjiaTe M B KPACHOM IIANOYKe, U3-TI0
KOTOPOU BUJIHEIOTCS penikue ceabie Bonockl]| (1:20).

These present-tense recollections then give way to generalized, iterative memories
marked by unspecific adverbs of time (unorna), imperfective-only verbs marking general and
repeated occurrences (0b1Bano), and the use of the impersonal second person:

At times, you would run yourself tired in the hall downstairs, and you would steal
upstairs on tiptoes, into the study, and you would see Karl Ivanych sitting all alone in his
armchair, reading one of his favorite books with a calmly sublime expression. Sometimes
I caught him in moments when he was not reading [...]. At times he did not notice me,
when I stood at the door and thought, ‘Poor, poor old man!’

BriBasno, kak qockITa HAOETaelbesi BHU3Y M0 3ajie, Ha LBIMOYKaX MPOKPAICIIbCs Ha BEPX,
B KJIacCHY10, cMoTpuib — Kapa MBanbId cuaut cebe 0JIMH Ha CBOEM KPEcye U C
CTIIOKOIHO-BETMYaBbIM BBIPAKECHUEM YUTAET KaKyl0-HUOY/Ib U3 CBOMX JIIOOUMBIX KHUT.
WNHorpa st 3acTaBall €ro U B TAKME€ MUHYTBI, KOTJa OH HE uuTall [...]. beiBano, oH MeHs He
3aMEYaeT, a 5 CTOI0 Yy ABepH U aymaro: «benusiii, 6enupiii crapux!» (1:20-21).

These generalized memories—more clearly filtered through the slant of the more experienced,
older, reflecting Nikolai than was the earlier past-tense narration of his immediate experience of
being woken up—conclude with another remark about the memorable corner that began this
digression—"“How I remember that corner!” [Kak mae mamsaren stot yromn!] (1:21)—before
ultimately returning to the perfective narration of the same morning that started the chapter.!®
The novel’s apparatus for activating privileged information—be it commentary that
clearly stands outside the field of vision of a young boy, or general information he is meant to
have found out later—is comprised not of the memories of Nikolai’s childhood filtered through
the lens of his later experience, but rather of a dance between both perspectives, at times marked

' Andrew Wachtel extensively annotates the “iterative markers” that here “give the effect of stopped time
or of the simultaneity of action and its expression,” including some forays into the second person,
throughout Childhood. Wachtel, The Battle for Childhood, 27-28. By “iterative,” I refer to Genette’s
category of “telescoped” narratives with future, recollecting narrators, which in psycho-narration “can as
readily summarize an inner development over a long period of time as it can render the flow of successive
thoughts and feelings, or expand and elaborate a mental instant.” Genette, Narrative Discourse, 33-37.
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by mid-sentence shifts from one to the other. In some cases, the direct signaling of privilege
serves to mark the presence of the older Nikolai, as certain comments and judgements—while
thematically related to the past-tense narration of young Nikolai’s immediate experiences—
nonetheless stand beyond the boundaries of his possible knowledge.?°

Chapter two begins with such a signal; a long excursus on memory repeats the imagery of
tears associated with both his mother and his role as a narrator:

So many memories of the past rise up, when you try to resurrect in your imagination the
features of a beloved being, that you see them dimly through these recollections as
through tears. When I try to recall my mother as she was at that time, I can think only of
her brown eyes, which always expressed the same kindness and love, of a birthmark upon
her neck, a little below the place where the small hairs curled, of her white linen collar, of
her tender dry hand which had so often fondled me, and which I had so often kissed; her
general expression escapes me.

Tak MHOTO BO3HMKAET BOCIIOMUHAHUMN MPOILIEIIET0, KOT/1a CTapaciibCcsi BOCKPECUTH B
BOOOPaKEHUH YEPTHI JTFOOMMOTO CYIIIECTBA, YTO CKBO3b 3TH BOCTIOMHUHAHUS, KaK CKBO3b
CJIe3bl, CMYTHO BHJIMIIIB HX. JTO ClIe3bl BooOpakeHus. Koraa st craparoch BCOMHHUTD
MaTYIIKY TaKOI, KAKOIO OHa ObLIa B 9TO BpeMsi, MHE MPEACTABISAIOTCS TOJIBKO €€ Kapue
TJ1a3a, BEIPAXKAIOIIHE BCETAa OAMHAKOBYIO TOOPOTY U TF0O0Bb, POJMHKA HA €€, HEMHOTO
HUKE TOTO MECTa, TIe BLIOTCS MAJICHBKUE BOJIOCKH, ITUTHIN OEIbIii BOPOTHUYOK, HEXKHAS
cyxas pykKa, KOTopas TaK 4acTO MEHs JlacKaja U KOTOPYIO 51 TaK YacTo 1IeJI0BaJl; HO
o01iee BeIpaKEHUE YCKOIb3aeT OT MeHsl. (1:22-23)

In the previous chapter, tears served as both a legible, external marker of Nikolai’s interior (read
by Karl Ivanych) and a simultaneous symptom of his rejection of that legibility, prompting
Nikolai’s made-up dream, the narration of which in turn produced even more tears. Here again
they signal the distance separating the experiencing-Nikolai from the remembering-Nikolai,
while also making a problem of legibility (as these dim memories are clouded, as “through
tears”). While such musings on the vicissitudes of fleeting memories indicate the slant of the
older, future-version of Nikolai, the continuing narration of his day also eclipses this
pronouncement, as he—despite his self-professed spotty memory—goes on to describe his
mother in great detail.

When Nikolai’s story about his mother’s death eventually comes true, the novel again
draws our attention to the after-effects of story-telling, to the consequences of narrating. The
mechanics of narration appear to be emotionally charged for the elder narrator. The specific and
detailed description of the smell of decomposition in Nikolai’s mother’s room in chapter 26, for
example, culminates in an observation about the upsetting effects of sense memory: “That odor
struck me so powerfully, that not only when I smell it, but even when I think of it, my
imagination immediately transfers me into that gloomy, close room, and reproduces all the
minutest details of that terrible moment” [3amax 3TOT Tak mopa3wi MEHs, 4TO, He TOJIBKO KOTa 5

2% As Andrew Wachtel notes, the “separation between the voices of narrator and past self is sustained in a
variety of ways” in Childhood, including most significantly an “epistemic gap: sentences in the child’s
present must contain nothing that is incongruous with what the child could have known at the time. If they
do, they become sentences that are attributed to the adult narrator.” Wachtel, The Battle for Childhood,
27.
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CIIBILITY 3TO, HO KOT'/Ia JIUIIb BCIIOMUHAIO O HEM, BOOOpa)KeHNE MTHOBEHHO NIEPEHOCUT MEHS B
3Ty MpPAvHyI0, TYITHYI0 KOMHATy U BOCIIPOM3BOJIUT BCE MEJIbYaMIINe MoIpOOHOCTH y>KaCHOM
muHyTHI| (1:108). Like many such moments in the novel, this description simultaneously paints a
detailed portrait not only of the present scene itself (listing a series of odors in the vein of a
physiological sketch), but also of the elder Nikolai’s emotional state. It also both recalls the
previous time Nikolai narrated (and made up) just such an event, as well as serves as a
justification for his seemingly impossibly well-preserved and detailed memory, which can report,
years hence, on all of the room’s odor’s constitutive parts: “I was in great anguish then, but I
involuntarily noticed all the details.” [ 5] 6bU1 CHITBHOM TOpE B 3Ty MUHYTY, HO HEBOJIBHO 3aMeyall
Bce menoun| (1:108). While Nikolai’s assumption of the role of overreading, assertive narrator in
chapter one left him crying and plagued by the gloomy thoughts his story produced (recalling
Aristidov’s rejection of storytellers in the epigraph of Poor Folk), here the same effect is both
repeated and literalized. In the process of narrating it, this moment makes narrative [of] one of
the fundamental experiences of childhood; the literal mechanics of the novel’s narrative
situation—remembering (which “transports” Nikolai [meperocut mensi] back to this painful past
moment) and then expressing those memories (“reproducing all the minutest details”’)—are here
cast as a rehearsal of the most unpleasant of childhood experiences: coming to grips with the
mortality of one’s parents.

Nikolai’s second, now-real narration of his mother’s death begins to fill in the silhouette
of his elder half, who is so easily transported to a “dark,” “gloomy,” and “terrible” place that
even the thoughts of smells disturb him. Such scenes leave open the question of what has
become of Nikolai, whose happy life in his memories stands in stark relief when compared to his
unrevealed present situation. The open question of this distance, separating the happy, impetuous
ten-year-old from the gloomy elder self, crops up again as one of the novel’s central problems in
its titular chapter, when Nikolai asks outright: “Is it possible life has left such heavy traces in my
heart that these tears and that ecstasy have for ever gone from me? Is it possible, nothing but
memories are left?”” [Heyxenu xu3Hb OCTaBUIIA TAKHUE TSKEIBIE CIEABI B MOEM CEPIIIE, UYTO
HABEKHU OTOLUIN OT MEHS CJIE3bI U BOCTOPTH 3TH? Heyxenu ocTanuch 0HW BOCIIOMUHAHUS? |
(1:64). Tears again metaphorize Nikolai’s unrecoverable past and dramatize his present state.

The end of the novel repeats this move, first describing the graves of Nikolai’s family,
before switching again to the imperfective present tense for its final sentence, which trails-off
with a dark, self-directed interrogation: “At times I stop in silence between the chapel and the
black fence. In my soul again arise gloomy recollections, and I think: has Providence connected
me with these two beings only that [ may eternally regret them?..” [MHorna s Mmoya
OCTaHABIMBAIOCh MEXK/y YaCOBHEH M YepHOU perieTkoid. B aymie Moeit BapyT mpoOyKaaroTcs
TsDKEIbIe BOCIIOMUHAHUS. MHE MPUXOJUT MBICIb: HEY>KEJIN MPOBHUICHHUE I TOT'O TOJIBKO
COEMHMIIO MEHS C 3TUMH JIByMs CYIIECTBAMH, YTOOBI BEYHO 3aCTaBUTh COXKAJIETh O HUX?..]
(1:122). These ellipses end the novel, which has again connected the process of story-telling and
narration with a set of its long-lived emotional after-effects.

Childhood draws attention to the mechanisms of realist narrative—including the process
of reading, recollection, and the transcription of minute details—all of which not only give
particular shape to the relationship of this future frame narrator with his past self, but also to
some degree or another serve as painful reminders to the elder Nikolai about the unrecoverability
of the past life of his inset narrative. Within the diegetic world of Childhood, narrative both
mutually defines the elder and younger Nikolais, and also informs the disparity between them.



&9

Narrative both separates and unites them: the act of narrating reconnects the elder Nikolai with
his past, but also confirms for him its painful unrecoverability; in being transported to the
memories of his lost family, narration harms this narrator.

When we are focalized through the young Nikolai, absent the hindsight and attendant
focus on memory of his elder half, we follow his immediate experiences as he “reads” the world
around him, enacting the subjective limits otherwise expected of a character-narrator. However,
as we have seen with the opening scene, such silent scenes of reading obviate narrative
omniscience by effectively rendering figural consciousness always legible anyway. When
visiting his father’s study in chapter three, for example, Nikolai silently observes a long
conversation between his father and the steward Yakov Mikhailovich about the disbursement of
money and the running of the family estate. Despite the absence of the more knowledgeable
elder Nikolai here, this scene still unveils the privileged knowledge of character interiority by
way of the young Nikolai’s penetrative overreading. Like the narrator of “A History of
Yesterday,” Nikolai here closely follows the thread of the conversation by observing the
movement of Yakov Mikhailovich’s fingers, which seem to him to be a means of “guessing
Yakov’s secret thoughts” [I1o ux ABMKEHHUAM, MHE Ka)XXeTCsl, MOXKHO ObI OBbLT yraabIBaTh TaltHbIE
meicin SIkoBa], which he compares to the expression of his face (1:25). Nikolai’s close reading
of Yakov’s fingers precipitate his access to otherwise inaccessibly privileged knowledge; a few
lines later, although Yakov says nothing, Nikolai divines his hidden intentions, and can tell “by
the rapidity with which his fingers moved he wanted to retort something” [Ho mo OsicTpoTe
JBUKCHHI TTATBbIIAMHE S 3aMETHJI, 4TO OH XoTel Bo3pa3uTh] (1:26). Thoughts and desires play out
on the hands and face, as Nikolai’s reading becomes a proto-omniscient device that underwrites
his access to privileged information.

The novel, however, again makes a problem of this legibility, as Nikolai’s father picks up
on his son’s precocious perspicacity: “Evidently noticing that I had read what I ought not to
know, papa placed his hand upon my shoulder, and with a slight motion indicated a direction
away from the table.” [Jlo;oKkHO OBITH, 3aMETHUB, YTO sI POYEN TO, YETO MHE 3HATH HE HY>KHO,
nara MmoJjIoKWJI MHE PyKy Ha IUIeHO M JITKUM JBIKEHHEM MOKa3all HallpaBlieHUe MPOYb OT
crona] (1:26). Childhood both relies on and problematizes the legibility of the mind. Just as
Nikolai’s previous overreading of Karl Ivanych is literally made a problem of his youthful
temper—of his childhood—this moment of overreading is rendered as an over-stepping beyond
the scope of young Nikolai’s rightful field of vision. His access to too much information is
figured as a negative deontic modal, a recapitulation of the very issue of omniscience itself,
inasmuch as it makes public what should be private, rendering legible what one “ought not to
know.” Just as in “History of Yesterday,” several levels of mutual surveillance are at work at
once here, as Nikolai notices (in an observation softened by a further modal) that his father
“evidently” has noticed that he himself has already noticed what is going on in the conversation.
The novel represents the “understanding of understanding,” but also makes a problem out of it.
In this moment Childhood turns a statement seemingly about a father’s concern with propriety
(and his son’s presence at an adult meeting) into a commentary on the consequences of narrative
omniscience, drawing attention to its own ethics in the process.

After problematizing Nikolai’s reading, the novel now begins to suggest the potential
problems of our reading, too, for the narrative has trained us to be just as good a reader of Yakov
as Nikolai has become. A few paragraphs later we read Yakov’s reaction to Nikolai’s father
without direct, intervening commentary, but instead with a catalogue of his hands’ movements:
“Yakov was silent for a few moments; then suddenly his fingers began to move with increased
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rapidity[...]” [lkoB moMo4an HECKOIBKO CEKYH/I; IOTOM BJAPYT MAJBIIBI €T0 3aBEPTEIHCH C
ycuiieHHOM ObicTpoToi. .. ] (1:26). Yakov’s satisfaction about the outcome of the conversation—
in which he managed to convince Nikolai’s father to change his mind about the estate—is further
made evident only through these movements and gestures, given to us without interpolating
commentary [I1o BeIpaskeHHIO TUIa U TaTbIEB SIKOBa 3aMeTHO OBLIO, YTO MOCJIEIHEES
MpHUKa3aHue JOCTaBWIO eMy Oombioe yaoBoascTBuE] (1:27). We have taken the weight of
Nikolai’s self-awaredly inappropriate reading on our own shoulders, now penetrating into the
interiority of this serf without his commentary, aware that—thanks to the novel’s own
definition—we are seeing and knowing what one ought not.

Narrative authority in Childhood is defined by a matrix of legibility. Characters mutually
observe each other, including observing each other observing each other. Nikolai’s preternatural
reading grants him omniscient access to the interiors of characters’ minds, but this privileged
knowledge of figural consciousness come at a price: it engenders a self-awareness of its own
status as a violation, as a moment of overreading. Nikolai is aghast at his own overreading of
Karl Ivanych, but then immediately falls victim to the emotional after-effects of narrating his
own fictional interior. In casting such a spotlight not only on the consequences of reading, but on
the falsity inherent to overreading, Childhood implicates its own readers, and invites us to
interrogate our response to the text. On the one hand, we come to know that Nikolai’s
narrativizing is painful, that his reading reduces Karl Ivanych to an exhaustible and knowable
figure, and that Nikolai’s emotional reaction to his own fictionalized narration of his own
fictionalized interior is a moment of falsity. Is our own reading of Childhood indicted in the
perpetration of such painful falsities? On the other hand, it is only through our reading that
Childhood casts reading—including, potentially, our own—as yet another moment of violation,
for we, too, have been trained in the careful overreading of characters, in the seeing of what one
ought not see.

Within these complicated layers of mutual surveillance and mutual legibility, the novel
makes of the distinction between interiority and exteriority a boundary set up in the moment of
its being crossed. Nikolai constantly returns to a sense of the “impurity” of illicitly acquired
intimate information. The privileged knowledge he gains from overreading causes him—within
his own diegetic frame narrative—guilt and distress, as he continues to “read what he ought not
to know.” The family estate’s lumber-room serves as a nexus for these feelings of simultaneous
excess and guilt, both epistemic and intimate. In chapter twelve, Nikolai and his siblings steal
away to the lumber-room to eavesdrop and spy on Grisha, a local holy fool, who is undressing
down to his linens and praying feverishly. While the other children laugh, Nikolai’s furtive
surveillance of the character’s private moment causes him deep contrition and sadness (1:52-53).
Later, after dancing with Sonechka at the mazurka, Nikolai casts a glance at the same room of
illicit observation, and wonders: “What happiness that would be if it were possible to pass an
eternity with her in that dark lumber-room, and if no one knew that we were living there” [«Yto
ObI 3TO OBLIO 32 CYACTbE, €CIH OBl MOXKHO OBLITIO BECh BEK MPOKUTH C HE B ’TOM TEMHOM
gynaHe! ¥ 9TOOBI HUKTO HE 3HaJ, 4TO MbI TaM xuBem»| (1:97). Nikolai’s daydream playfully
unites erotic curiosity with the space of illicit eavesdropping, all while pointing toward the shape
of the narrator he is angling to become: the all-knowing narrative voice that is outside of time
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(Bech Bek) and beyond the field of vision of other characters (4ToObI HUKTO HE 3HAJI, YTO MBI
Tam), able to see all that he wants to see.?!

The illicit quality of Nikolai’s drive to acquire intimate, privileged, at-times erotic
information distresses him, however. During Nikolai’s grandmother’s party, he overhears an
entire chapter’s worth of information, including a long disagreement between his grandmother
and Prince Ivan Ivanovich. At the end of the conversation, Nikolai justifies his knowledge while
also casting it once again as a violation: “Having involuntarily heard the conversation, which I
ought not to have heard, I slipped out of the room on tiptoe, and in great agitation.” [HeBonbpHO
MOJICITYIIIAB PAa3roBOP, KOTOPOTO MHE HE JIOJKHO OBLIO CIYIIaTh, 1 HA IBIIIOYKAX U B CHIILHOM
BOJIHeHUU BbIOpasics u3 koMmHaThl| (1:78). Likewise, Nikolai’s observations of people at his
mother’s funeral are also self-admittedly furtive, part and parcel—he believes—of his other
inappropriate behaviors (not praying with enough conviction, being too worried about the fit of
his clothes and about not soiling the knees of his pants). After noting this behavior, he “stealthily
made observations upon all of the people present” [u ykpaakoro nenan HaOIOeHUS Ha/l BCEMU
npucytcTBoBaBmmMu| (1:111), which follow for pages.

These moments are marked by the absence of the perspective of the future Nikolai. The
insight young Nikolai demonstrates comes as the result once again of his reading the other,
which is once again cast as an ethically fraught short-cut to privileged narrative knowledge. A
slippery play between legibility and illegibility develops, as the novel continues to indict the
process of reading that it also relies on. In the chapter entitled “Classes” [Knaccsi], Nikolai again
“reads” Karl Ivanych, noting that he was in an ill humor, “evident from his knit brow” and other
external markers, including (in a scene reminiscent of Tatiana’s reading of Evgenii Onegin) the
depth of his thumbprints left in his copy of their German lesson dialogue book [u kak cuiIEHO
YEepKHYJ HOI'TEM 110 KHUT'e IUAJIOT0B, YTOOBI O3HAYUTh TO MECTO, IO KOTOPOTO MBI JIOJKHBI
obun BeITBEpAMTH] (1:29).22 Tears once again metaphorize legibility, here by occluding it, as
Nikolai—preoccupied with the thoughts of his family’s impending departure for Moscow (and
with it, Karl Ivanych’s unexpected dismissal)}—begins to cry again, now producing tears that
blotch his writing, making it illegible. Karl Ivanych threatens Nikolai with discipline, and then
storms off into another room and slams the door, leaving the children in the classroom, where
they overhear (through the closed door) his conversation with the valet, another Nikolai.

Here the narrative device of reading spills over itself; it is exceeded in the moment it is
also deployed, as young Nikolai reports extensively on the visual cues of a conversation that he
can only hear, through a closed door. Nikolai reports that the valet, sitting by a window, silently
reacts to Karl Ivanych (“he nodded his head in affirmation” [yTBepanTeIbHO KUBHYII TOJIOBOH]),
who “raises his eyes” and “smiles ironically” during his harangue about Nikolai’s family. The
substance of Karl Ivanych’s speech is shortened and summarized; indeed, Nikolai’s report on

21 As Donna Orwin notes, the novel thematizes the interplay of the erotic, its satiation, and the quest for
knowledge and information as central to the arousal and development of Nikolai’s curiosity; an earlier
version of chapter nine (PSS 1:319), she notes, in which Nikolen’ka kisses Katen’ka, included a longer
description of the pleasure he felt at this contact. Orwin, Tolstoy’s Art and Thought, 1847-1880
(Princeton: Princeton UP, 1993), 451.

22 With Evgenii gone, Tatiana explores the empty rooms of his castle, and after coming upon his library,
reads the impressions and marginalia he has left in his books: Xpanunu MHOTHE CTpaHUIIBI / OTMETKY
PE3KYI0 HOTTEH; / r1a3a BHUMAaTEIbHOM IEBUILbI / yCTpeMIIeHbl Ha HUX kuBei. Pushkin, Polnoe sobranie
sochinenii v desiati tomakh (M: izdat. akademii nauk SSSR, 1949), 7:23.
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this conversation focuses more on the characters’ silent visual reactions than on what they say
(and on what he possibly could have overheard).

In the end, after Karl Ivanych wonders aloud if he will be able to find work elsewhere,
Nikolai looks at him “as if he wanted to assure himself that he would really be able to find a
piece of bread, but he did not say anything” [kak OyaTo >kemast y10CTOBEPUTHCSI, JEHCTBUTENBHO
JIM MOXET OH HaWTH KyCOK XJieba, -- Ho Huyero He ckazai.] (1:31). Once Karl Ivanych returns to
the classroom, Nikolai once more reads the “expression of his innermost thought” in the way
Karl Ivanych continues the German lesson [Heckonbko pa3, ¢ pa3nu4HbIMA HHTOHAIUSAMU U C
BBIPQ)KEHUEM BEJTMYAMNIIIEr0 YJOBOJIBCTBUS, IPOYEIT OH 3TO U3pEUEHHE, BEIpA)KaBIIIee ero
3ayIIeBHYI0 MbICIb. .. ] (1:31).2% Nikolai has broken the boundaries of his possible field of
vision, yet in the process still falls back on the process of reading these impossible-to-observe
character exteriors in order to access the interiors they point to.

This spilling over of narrative perspective continues in scenes that not only exceed the
perspectives of both the younger and elder Nikolai, but that also involve moments of paraleptic
over-reporting in general, including even focalizing through other characters. In chapter five, at
dinner that same day, Nikolai reports on what is happening inside his mother, who is visibly
reacting to the presence of Grisha: “Mamma had been out of humor since this morning: the
presence, words, and acts of Grisha perceptibly intensified that feeling in her” [Mawma c yTpa
ObLIa pacCTPOEHA; MPUCYTCTBHE, CIIOBA U TIOCTYIKU [ pUILIK 3aMETHO yCUIIMBAJIU B HEH 3TO
pacnonoxenue] (1:34). The narration of this entire dinner is peppered with such observations,
including remarks about other characters’ perceptiveness of each other, as when Nikolai’s father
notices with a smile “that this conversation did not please mother” [3ameTHB, 4TO 3TOT Pa3roBOP
o4yeHb He HpaBwics maryke...| (1:35). In the following chapter, as the family prepares for a
hunt and picnic the following day, Nikolai focalizes through his mother directly, who is put off
by the boys’ casual insouciance at her perceived fear of their going on the hunt: “This word,
‘hunter’s horse,” somehow sounded strange in maman’s ears; it seemed to her that a hunter’s
horse must be some kind of a ferocious animal, which must by all means run away with and kill
Volodya.” [9T0 clI0BO: «OXOTHHYbS JIOLIA/Ib»-- KAK-TO CTPAHHO 3BYYaJlo B yIIaXx maman: ei
Ka3aJI0Ch, YTO OXOTHUYbS JIOIIAJb TOJHKHA OBITh YTO-TO BpoJie OCIIEHOro 3Beps M YTO OHA
HENpeMEHHO MmoHeceT y yoneT Bonomio] (1:36-37).24 Similarly, when detailing the “kind of man”
his father was, Nikolai breaks into a series of observations, broad conclusions, and reminiscences
about the character of his father, concluding with a denial of the very knowledge he is
simultaneously invoking: “God knows whether he had any moral convictions. His life was so full
of distractions of all kinds that he had had no time to form them, and he was so fortunate in his
life that he saw no need for them.” [bor 3Haer, ObUIH TH Y HETO KaKHe-HUOYb HPAaBCTBEHHBIC
yoexnenust? JKu3np ero ObuIa Tak MOJIHA YBICUECHUSIMH BCAKOTO pOJia, YTO €My HEeKora ObLI1o

23 Eikhenbaum notes that even though this scene is recorded as if the narrator can see and hear the events
described, it unfolds “outside of Nikolenka’s perception.” Eikhenbaum, The Young Tolstoi, 63.

#* As Andrew Wachtel notes, this chapter further represents a violation of the epistemological boundaries
of Nikolai’s field of vision by way of its impossibly detailed recollection: “Irten’ev describes himself in
the natural world for the first time when he recalls the hunt on the day before his departure for Moscow. If
Irten’ev’s ability to recall the tiniest details of long-past events seemed amazing when he described
people, then his photographic recall of the scene before the hunt is completely beyond the realm of the
possible. The description is meant to be in the voice of the child, but it is so hyperrealistic that it cannot
possible be read as a remembered moment. At moments like these, Tolstoy’s realism of description ends
up contradicting his psychological realism[...].” Wachtel, The Battle for Childhood, 54.
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COCTaBJIATH ce0€ UX, 1a OH U ObUI TaK CYACTIIUB B KU3HU, YTO HE BUIET B TOM HEOOXOAUMOCTH |
(1:47).

Later, at his grandmother’s name day party, Nikolai’s narration of the arrival of guests is
similarly bolstered by a plethora of facts about them that he not only would have not possessed at
ten, but would not have learned afterward, either; of Madame Valakhina’s beautiful dark blond
curls, for example, he notes that he “should not have believed anybody, not even Karl Ivanych,
that they curled in this way because, ever since the morning, they had been tied in bits of the
Moscow Gazette, and because they had been curled with hot curling-irons. It seemed to me she
was born that way, with her curly head.” [...uTo HUKOMY, naske camomy Kapiy MBanbiuy, s He
MOBEPHJI ObI, YTO OHU OBIOTCS TaK OTTOTO, UTO € yTpa OBUIM 3aBEPHYTHI B KyCOUKH «MOCKOBCKHUX
BEZOMOCTEI» U YTO UX HMPUIKHUTAIN TOPSYMMH JKeJIe3HbIMU unmamu. Kaszanoce, oHa Tak U
ponunachk ¢ 3Toi KypuaBoii ronoBkoii] (1:86). In these scenes, Nikolai’s proto-omniscient
overreading penetrates and reveals; his narrativizing takes the shape of the knowledgeable,
penetrative Tolstoyan narrator still to come.

Narrative authority in Childhood plays out almost in spite of itself. In implicating our
reading and indicting the process of narrativizing, Nikolai’s doubly-focalized character narration
swings between penetrating vision and naivete, between drawing attention to the ethics of his
own gaze, and taking it for granted. The activities granting young Nikolen’ka access to both
privileged information and, at times, the minds of others (including his eavesdropping and
furtive spying) are cast as near-illicit violations or written-off as youthful insouciance, just as the
process of story-telling—be it a made-up dream, or its eventual realization—is imbued with
seriously lasting emotional after-effects, from the younger Nikolai’s tears to the elder Irten’ev’s
regrets. He bemoans the difficulty of reading and knowing what he also easily reads and knows,
in the process rendering his knowledge a moment of ethical violation, of reading what he knows
he ought not, while also demanding we do the same. Childhood turns this statement about
Nikolai’s presence at an adult conversation—out of his depth, yet preternaturally observant all
the same—into a comment on the novel’s narrative situation, drawing attention to the ethical
after-effects of its own armature of proto-omniscient devices: the reading of faces and hands, the
recording of minute details, the process of recollection and narration itself all become ethical
problems both of and within the diegetic world, of Nikolai’s reading as of our own.

IV: “For him it was the movement of a pen, but for me it was the greatest unhappiness”:
the ethics of alterity in Boyhood

Boyhood [OtpouectBo, 1854], Tolstoy’s first follow-up to Childhood, continues to track
the development of Nikolai’s proto-omniscient ability to read and narrate the minds of others.?
The novel maps Nikolai’s oftentimes contradictory and oxymoronic trajectory as a character-
narrator, exploring how other characters exist outside of his gaze, and therefore beyond the reach
of his ability to read them. The novel stages alterity as a problem: Nikolai’s silent reading of
other characters functions simultaneously as a marker of intimacy as well as a symptom of its

3 Tolstoy—as well as his reading public—had a progressively lower opinion of the lackluster follow-ups
to Childhood, including their inability to be read independently. See de Haard, Narrative and Anti-
Narrative, 29. Tolstoy found it particularly difficult to continue writing Boyhood in 1853 after having
read Turgenev, and he abandoned the project several times. Eikhenbaum, The Young Tolstoi, 152-53.
Tolstoy was ultimately left unsatisfied with Boyhood, which elicited a poor reception by critics, who
objected to both its style and content. Christian, Tolstoy: A Critical Introduction, 42-46.
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violation.?® Moving beyond the naive aesthetics of the over-reaching, overreading of the other of
his childhood, Boyhood takes Nikolai to the next stage of his narrative reading, turning it into a
marker of his membership in a family of like-minded readers, a coterie of interpreters who can
preternaturally understand each other non-verbally, by look and gesture alone. Just as it models
this “family of readers,” however, so too does Boyhood make a problem of the myopia of their
gaze, which erases the true otherness of the others they read and observe. Where Childhood
explored the limits of Nikolai’s narrative authority by exposing the antinomies of his ability to
penetrate minds and narrate interiors, Boyhood instead draws attention to the immediate after-
effects of Nikolai’s penetrating reading-as-narration, inviting us to question the ethics of his
often reductive gaze.

Boyhood makes the process of the penetrative reading (first modelled in Childhood and
“A History of Yesterday’) the major problem of its stage of development. The novel is less
concerned than its predecessor with exploring the distance between the representation of
immediate experience and its future narration, and instead highlights several important
developmental moments in its narrator’s awareness of both the world and the other characters
populating it. After laying out his thoughts about the nature of boyhood in the nineteenth chapter,
Nikolai considers them once more from the distinctly privileged perspective of age and distance,
a narrative position otherwise rarely seen in this novel. He muses of the novel’s collapsed time-
frame: “I involuntarily want to run through the desert of my boyhood as fast as possible [...]. I
shall not follow my memories hourly, but shall cast a rapid glance at the most important
events...” [MHe HEBOJIBHO X0UETCs MPOOEKATh CKOpee MyCTHIHIO oTpodecTBa |...] He cTany uac
32 4acoOM CJIETUTh 32 CBOMMHU BOCIIOMMHAHUSIMH, HO OpoITy OBICTPBIN B3IJISA]] HA TTIaBHEHUIINE U3
HUX C TOTO BPEMEHH, JI0 KOTOPOTO 5 JI0BeJ cBoe moBecTBoBaHue. .. | (1:187). As a result of this
self-aware desert sprint, often absent in Boyhood are the subtle and complicated shifts in
focalization between the experiencing-I and his experienced future self that defined the narrative
situation of the preceding novel.

Instead, Nikolai’s awareness of alterity (or lack thereof) takes center stage as the major
development of Boyhood. At the novel’s opening, the Irten’ev children, whose mother died at the
end of Childhood, are on their way to Moscow to live with their grandmother. During the trip
through the country that opens the novel, Nikolai discusses with his sister Katen’ka his “moral
transformation,” a result of his realization of the poverty of the people they are passing by in
their carriage:

[...]Jand from this I count the beginning of my boyhood. I obtained for the first time a
clear idea of the fact that we, that is, our family, were not alone in the world, that not all
interests centered about us, and that there was another life of people who had nothing in
common with us, who did not care for us, and who even did not have any idea of our
existence.

2% Anna Berman convincingly demonstrates the centrality of such filial bonds to Tolstoy’s work, which
she argues develop as “a sense of lateral belonging among svoi,” and which serve not just as a model for
his fictional representations of the family, but also as “a template for all human connection.” Berman,
Siblings in Tolstoy and Dostoevsky: The Path to Universal Brotherhood (Evanston, IL: Northwestern UP,
2015), 4-8.
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...C KOTOPOTO 5 ¥ CUATAIO0 HAYaJI0 MOETO OTpoUYecTBa. MHE B IIEPBHIi pa3 MpUIILIa B
TOJIOBY SICHAsI MBICJIb O TOM, YTO HE MBI OJTHH, TO €CTh HAIlle CEMEHCTBO, )KUBEM Ha CBETE,
YTO HE BCE MHTEPECHI BEPTATCS OKOJIO HAC, @ UTO CYIIECTBYET JIpyrasi >KU3Hb JOJIEH,
HHAYETO HE UMCIOIIMX OOIIEro ¢ HaMH, He 3a00TAIIUXCS O HAC U JaKe HE NMCIOIINX
MOHSATHUS O HalleM cyuiecTBoBaHuu. (1:138-39)

This realization leads into a long paragraph in which Nikolai for the first time questions and
thinks about unknown people and their “other lives,” a “new view” (the chapter’s title) which
becomes “even more perceptible” in Moscow.?” The novel suggests that the outsideness,
otherness, and knowability—of characters as of their inner lives—will quite literally thematize,
as Tolstoy puts it, “the beginning of my boyhood.”?

However, despite this epistemological, ethical realization, its inverse unfolds in the space
the novel devotes to developing and tracing the intricate relationships within the Irten’ev family,
rather than outside it. On that same trip to Moscow, both Nikolai and Katen’ka “read” each
other, engaging in a conversation shot-through with visual markers of interiority, and which
constantly verges on the omniscient, as their thoughts always become readily apparent in their
faces. The animation of Katen’ka’s answer to a question Nikolai poses her “proves that [his]
remark interested her,” while Nikolai’s nose and eyes serve as further signs: “’No, let me finish,’
I interrupted her, as I began to feel a light tickling in my nose, which preceded the tears that
always stood in my eyes when I expressed a long repressed secret thought.” [HeT, nait mae
JIOTOBOPUTH, -- IEPEOUII 5, YK€ HAUYMHAsL OLLYIIATh JIETKOE IEKOTaHbE B HOCY,
NpEeIIECTBYIOIIEE CiIe3aM, KOTOpbIe BCErla HABEPTHIBAINCH MHE Ha IJ1a3a, KOT/a 51 BEICKa3bIBa
JaBHO ClIepKaHHYIO 3aaymieBHyo Mbichb] (1:137). In this interplay of legibility and revelation,
the distinction between what is hidden and what is visible becomes hazy: the tickling in
Nikolai’s nose (known only to him) serves as a sign of the coming (visible) tears, themselves a
further sign of the upcoming exposure of a hidden secret thought (itself noted to be a general
habit of his).

Nikolai then breaks the convention of the novel’s narrative situation by directly focalizing
through Katen’ka, at one point interpreting her reaction to a question he has posed her from her
perspective: “But, with the instinctive feeling, with which one guesses the thoughts of another,
and which serves as the guiding thread to a conversation, Katen’ka understood that her
indifference pained me.” [Ho nmo ToMy HHCTUHKTUBHOMY 4YBCTBY, KOTOPBIM OJIMH YE€IOBEK

27 Kate Hamburger sees this ‘new view’ as evidence that a critical engagement with ethics lies at the heart
of Boyhood, wherein Nikolai experiences “the first sudden realization that there are other lives in the
world besides one’s own,” and becomes aware of “the experience of one’s fellow creatures,” issues she
notes are central to Tolstoyanism. Hamburger, “Tolstoy’s Art,” in Tolstoy: A Collection of Critical
Essays. Ed. Ralph A. Matlaw (Englewood Cliffs, NJ: Prentice-Hall, 1967), 67.

2% The existence (and knowability) of the inner lives of other people was an important concept for Tolstoy
throughout his life. As R. F. Christian recounts (citing Gusev’s rendering of Sofia Tolstaya’s recollection
of the event), Tolstoy’s reading of Lawrence Sterne’s A Sentimental Journey (1768) in 1851 introduced
him to the concept that others possess complex, unknown inner lives: “One day, after reading Sterne’s
Voyage Sentimental, and being excited and absorbed by his reading, he was sitting by the window deep in
thought and watching everything going on outside. There goes a policeman. Who is he? What sort of life
does he live? And there goes a carriage. Who is inside? Where is he going and what is he thinking about?
And who lives in that house? What is their inner life like? How interesting it would be to describe it all;
what an interesting book one could make of it.” Cited in Christian, Tolstoy.: A Critical Introduction, 11.
See also N. N. Gusev, Materialy k biografii, 1828-1855 (M: Nauka, 1970), 275
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yraJIbIBaeT MBICIH JPYTroro U KOTOPOE CIIYKUT IyTEBOJHOIO HUTHIO pa3roBopa, Karenbka
MOHsIJIA, 9YTO MHE OOJIFHO €€ PaBHOYIIUE; OHA TIOHSJIA TOJIOBY U oOparmiack Ko Mue]| (1:136).
Even in this moment of slippage, Nikolai—without couching his narration of his sister’s interior
in the verbiage of reading, or the modalizing locutions of the first-person narrator—notes that
she, too, possesses the ability to preternaturally read the thoughts of others. In scenes like this,
where family members have conversations bolstered by their mutual silent reading of each other,
Boyhood draws attention to the increasingly privileged (and still undeniably conflicted) field of
vision that defines its narrative voice. The narrating-as-reading of “A History of Yesterday” and
the limit-exceeding, preternatural overreading of Childhood become in Boyhood a family affair.

This familiar, now familial reading develops along gendered lines. Having arrived at
Moscow in Boyhood’s fourth chapter (1:139), Nikolai explains the changes that are beginning to
take shape in the family, observing that an “invisible barrier” has fallen between the Irten’ev
brothers and sisters, who are beginning to keep secrets from each other [Mexmy neBoukamu u
HaMH TOKE MOSBUIIACH KaKasi-TO HEBUIMMAs MIPErpaja; y HUX Uy HaC OBUIM YK€ CBOU CEKPETHI |
(1:140). The chapters that follow then focus on individual family members, before beginning the
inset story of Karl Ivanych. Chapter five (“My Older Brother”) focuses on the special bond
developing between Nikolai and Volodya, which draws attention to the shape of the Irten’evs’
communicative abilities:

Who has not noticed those mysterious, wordless relations which manifest themselves in a
scarcely visible smile, in the motion or glance of persons who always live together, in
brothers, friends, husband and wife, master and servant, especially when these people are
not entirely open to each other? How many unuttered desires, thoughts, and fears of not
being understood are expressed in one casual glance, when your eyes meet timidly and
with indecision!

KTo He 3ameuan TeX TAMHCTBEHHBIX OECCIOBECHBIX OTHOIICHUH, IPOSBISIONINXCS B
HE3aMETHOM yJIbIOKe, IBHKEHUU WU B3TJISAAC MEXTY JTIObMU, )KUBYITUMH MTOCTOSTHHO
BMeECTE: OpaThsIMH, APY3bSIMH, MY>EM U )KEHOM, TOCTIOAMHOM U CIIyTOW, B OCOOCHHOCTH
KOTJ1a JIFOJM 3TH HE BO BCEM OTKPOBEHHBI MEX 1y c000il. CKOJIBKO HETOCKa3aHHBIX
KEJIaHW, MBICJIEH U CTpaxa — OBbITh MOHATHIM — BBIPAXKACTCS B OJJHOM CITy4yailHOM
B3TJIsI7IE, KOT/Ia POOKO M HEPEIIUTEIBHO BCTpeyaroTcs Bamm riasal (1:141)

Here the secret language of gestures unfolds as an issue of filial intimacy, the result of
cohabitation and closeness.?” The matrix of legibility in which these “mysterious, wordless
relations” plays out becomes paradoxical, though; it is at once common knowledge (“Who has
not noticed [them]?”) and yet a sign of extreme intimacy, revealed only over time to “people in
constant contact with each other” [Mexay Jt01pMH, KUBYIIUMHU TIOCTOSIHHO BMECTE].

As the visible ever points to the invisible, the line between them blurs, leading to further
slippage between both. The ability to read into the “scarcely visible smiles” of intimate partners

2 As Anna Berman notes, such “unspoken relations,” like those developing between Volodya and
Nikolai, model the intimacy of close relationships throughout Tolstoy’s works: “Painfully self-aware and
self-critical, [Nikolai] is obsessed with his peers’ perception of him, most importantly his brother’s.
Nikolenka is wounded when he senses that Volodya is trying to act older and superior and pretending not
to understand him. The drama of the trilogy hinges on just such subtle psychological maneuvering.”
Berman, Siblings in Tolstoy and Dostoevsky, 29.
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and family members comes in spite of (and not thanks to) their openness, as the ready legibility
of gestural, non-verbal language manifests “especially when these people are not entirely open to
each other.” Such moments of “reading,” of parsing the thoughts that lie behind the “unuttered
desires” playing out on the face and in gestures, takes the shape of an act of penetration. It opens
what is closed, and reveals what is (and otherwise ought to be) secret. Nikolai’s narrative acts of
reading are both a signpost of filial intimacy as well as its repudiation. This intimacy participates
in its own violation; thoughts and desires are marked as private in the moment of their being
made public.

As a result, virtual omniscience is achieved: with secret thoughts rendered so easily
legible on the face, the invisible nature of character interiority remains invisible in name only.
The matrix of legibility in which Nikolai’s narrative authority unfolds also turns other
characters—at least, those who are also members of this family of interpreters—into equal
participants, reader-narrators in their own right. After a fight between the two brothers, for
example, Nikolai is able to read Volodya’s thoughts, but so too is Volodya able to read his:

When I passed by Volodya, I felt at heart like going to him and making up with him, but I
pouted and tried to look angry. Volodya just happened to raise his head, and he looked at
me with a barely noticeable, open-hearted, derisive smile. Our eyes met, and I knew that
he understood me, and that he understood that I knew that he understood, but some
irresistible feeling made me turn away.

IIpoxoas mumo Bosogu, HECMOTpPs Ha TO, YTO MHE XOTEJIOCH ITOAOUTH U IIOMUPUTHCS C
HUM, 51 HaJyJICA U CTapaJiCs CIeNaTh CEpAUTOE JIUL0. Bonoas B 3T0 camoe BpeMs IIOIHSLI
TOJIOBY U C YyTh 3aMETHOM JOOPOAYIIHO HACMENIUINBO yJIBIOKOH cMeNI0o MOCMOTpEN Ha
MeHs. ['1a3a HamM BCTPETUIINCH, U S TTOHSUL, YTO OH IIOHMMAET MEHS U TO, YTO
IIOHUMALO, YTO OH ITIOHMMAET MEHS; HO KaKOE-TO HEIPEOJ0JINMOE YyBCTBO 3aCTAaBUIIO
MeHs oTBepHYThesl. (1:143)

The “understanding of understanding” of “A History of Yesterday” resurfaces in this more
complicated encounter. Despite his true feelings of contrition, Nikolai here attempts to express
interpretable signs of anger (literally, “to make an angry face” [caenatb cepauroe numo]) but is
unable to effect this ruse, as a scene of silent interpretation results in the brothers wordlessly
understanding each other anyway. Nikolai’s reading of other characters continues to fold in on
itself, resulting in a reading of their reading of him, of having himself been read. All characters
in the diegetic world are potentially imbued with the authority of the narrator.

Boyhood constantly draws our attention to this sublation of narrative authority by various
acts of reading. In another moment of silent communion between the two now-distant brothers,
in chapter 26 (“Reflections”), Nikolai enters Volodya’s room as he is reading a French novel.
Volodya looks at Nikolai with a loaded glance:

It seemed to me that in his glance was expressed the question why I had come there, and
that in the rapid inclination of his head was manifested a desire of concealing from me
the meaning of that glance. This tendency to give a meaning to the simplest motion was a
characteristic of mine at that period.
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MHe moka3ajioch, 4TO BO B3IJISIZIE €r0 BBIPAXKAJICS BOIIPOC, 3aUeM s IIPHILIEI CI0/Ia, a B
GBICTpOM HAKJIOHCHHHU I'OJIOBLI KCJIAHUC CKPBITH OT MCHS 3HAUYCHUC B3TJIA14A. Ota
CKJIOHHOCTb NpUAaBaTb 3HAYCHUC CaMOMY IIPOCTOMY ABUIKCHUIO COCTABJIsIJIa BO MHC
XapaKTepUCTHUECKYIO YepTy TOro Bo3pacta (1:199).

In the end, Nikolai picks up a book, but continues to think only about his brother. Here the levels
of reading are multiplied, but confound each other: in a scene bookended by both brothers
seeming to read narrative fiction, Nikolai first reads meaning into Volodya’s glance (a habit the
novel once again notes to be literally characteristic of boyhood) before coming to understand not
only that Volodya’s movement attempts to thwart his being read by Nikolai, but also that both
have accurately read and understood each other anyway. Here the novel suggests that real
communication, and real understanding, is inevitable; the brothers’ intimacy pierces through any
attempts at subterfuge, and their understanding of understanding comes despite what novels they
are pretending to read.

However, we increasingly come to recognize the problematic absence of outsideness, of a
position not exhaustible by Nikolai’s gaze, when he performs such readings. In this scene, even
Volodya’s understanding (that his own understanding has itself been understood) is readily and
instantly legible. In moments like these—as well as in the other scenes of silent reading that it
mirrors throughout the trilogy—2Boyhood redraws our attention to its negotiation with alterity.
The people Nikolai sees along the roadside as he travels to Moscow from the safety of his
carriage alert him to the existence of life, people, and knowledge outside of his immediate family
circle. The majority of Nikolai’s other encounters, however, are epistemologically self-centered,
hinging on close family members reading each other’s thoughts and intentions without fail.

Boyhood overtly plays with this disparity, which crops up again when Nikolai relays, in
an inset story, the history of Karl Ivanych’s life (1:148-158). Nikolai, as a competing narrator
now encountering alterity in the form of the word of another, distances himself from this story,
editorializing its language and undermining it, commenting on its unverifiability.’ He notes the
whole history is told “with too much feeling and methodical consistency, which form the chief
characteristics of verisimilitude, not to be believed; on the other hand, there were too many
poetical beauties in his history, so that these very beauties provoked doubt” [c cuIIKOM KUBBIM
YyBCTBOM U METOJMYECKOIO TIOCIIEI0BATEIbHOCTBIO, COCTABIISIONIMMH TTIaBHbIE IPU3HAKU
MPaBIONOI00HOCTH, paccKa3blBajl CBOIO HCTOPHUIO, YUTOOBI MOXKHO OBLIO HE BEPUTH €i; C Ipyroi
CTOPOHBI, CJIMIIKOM MHOTO OBLIO TTOATHYECKHX KPACOT B €r0 HCTOPUH; TaK YTO UMEHHO KPacOThI
»tH BbI3bIBaM coMHeHus ] (1:150). Nikolai further notes that Karl Ivanych’s story potentially
“originated during his lonely life in our house, and which he had himself come to believe from
his frequent repetitions,” reducing Karl Ivanych’s life to a mere offshoot of his own.

3% Eric De Haard suggests that this inset story, given in chapters 8-10, forms a “novel in a nutshell,”
unique from the rest of the text in that it is filled with conventions borrowed from the sentimentalist
novel, military memoir, and picaresque. De Haard, Narrative and Anti-Narrative, 48. He argues that
Nikolai’s “lengthy cautionary introduction, which interrupts Karl Ivanych after his very first sentence,”
serves as a device aimed “at creating a huge gap, if not a barrier, between primary and secondary
narrative,” representative of Nikolai’s attempts to wrangle “maximal control over this alien narrative. He
attempts to deny any responsibility for its contents and voices a number of cautions in order to ensure that
it is seen in its true proportions.” Ibid., 50. De Haard traces the many “editorial lapses” on the part of
Irten’ev in translating into Russian Karl Ivanych’s German, which create a further distancing (and
parodic) effect. Ibid., 62-63.
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Inasmuch as the rest of the novel tracks Nikolai’s command (or concern for his lack of
command) over the objects of his narrative gaze, this inset story forms the exception that proves
the rule: as Nikolai for the first time enters the role of frame narrator, shepherding the words of
another, he becomes concerned with the provenance and believability of the story, and distances
himself from it — a story that he cannot confirm. Chapter ten then relays the entire sad history of
Karl Ivanych, a pastiche of different careworn tropes of romantic entanglements, prison escape,
and the return home of an unrecognized prodigal son.>! The following chapter—jumping forward
in time several months—ironically caps the tragic story of Karl Ivanych’s life by returning (in a
nearly comical juxtaposition) back to Nikolai, who now experiences his own “greatest
misfortune” in life: a poor mark in history class.

Speaking of the offending history teacher (his new tutor St-Jerome) Nikolai bemoans:
“For him it was a movement of a pen, but for me it was the greatest misfortune” [/{ns nero
IBUKCHHE TIepa, a Juisl MeHs Bennuaiiiiee Hecuactue] (1:162). In the overconfident assumption
that collapses the epistemic distance between the “for him” and the “but for me” of this sentence,
Nikolai abrogates the alterity of his teacher, reducing him to the role of a (legible) minor
character in the story of his own temporary unhappiness, just as he has just reduced Karl Ivanych
once more. Furthermore, like the narrative-produced tears of Childhood’s falsified dream, this
move plays with the possible meta-literary effects the text suggests of itself: Nikolai’s most
emotionally charged moment is produced by the “movements of a pen,” which supersede the
effects of the novelistic narrative [of and about the other] that he has just retold.

Indeed, Nikolai—locked in his room in chapter fifteen and threatened with corporal
punishment for speaking out against St-Jerome—again responds to emotional distress by
experimenting with authorship, first imagining that he had been orphaned as a child only to be
adopted by his current family, a fantasy (reminiscent of Fielding) that he compares to Karl
Ivanych’s story from a few chapters earlier: “It was a relief for me to think that I was unhappy
not because I was guilty, but because that had been my fate since my very birth, and because my
fate resembled that of unfortunate Karl Ivanych” [Mue otpanHo q1ymaTh, 4TO sl HECUACTEH HE
MOTOMY, YTO BUHOBAT, HO IIOTOMY, YTO TaKOBa MOsI Cy/1b0a ¢ CAaMOT0 MOETO POXKACHUS U YTO
y4acTh MO ITOX0a Ha ydacTh HecuacTHoro Kapna MBanbrua] (1:170). Blind to his entirely tone-
deaf comparison with the fate of Karl Ivanych, Nikolai imagines first confronting his father
about the secret of his birth, and then imagines he would join the hussars and become a
celebrated war general, in order to petition the tsar for permission to exact revenge against St-
Jerome.

He then fantasizes that his punishment at his teacher’s hands might instead lead to his
death, a fate that would free him from the bounds of corporeal existence and allow him to spy
and eavesdrop on his family and witness their genuine feelings about him, recalling Odoevsky’s
Aristidov once again:

I recalled the stories of Natalya Savishna about the soul of a deceased person not leaving
the house for forty days, and I mentally passed unnoticed, after my death, through all the

3! Karl Ivanych’s background and story, as Eikhenbaum suggests when writing of the character’s
introduction in Childhood, would have also already felt reminiscent to the contemporary reader of
familiar narrative tropes, particularly those of the titular German tutor character Adam Adamovich from
the povest’ by M. Mikhailov, as well as P. A. Kulisha’s story “The History of Ul’iana Terent’eva” from
the edition of The Contemporary immediately preceding Tolstoy’s debut. Eikhenbaum, Lev Tolstoi, 92-
93.
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rooms of grandmother’s house, and eavesdropped on the genuine tears of Liubochka, on
the laments of grandmother, and on papa’s conversation with August Antonovich.

Bcenomunas pacckasel Hatansu CaBHIIHBI O TOM, YTO AYIIA YCOIILIETO 10 COPOKa THEH
HE OCTaBIISIET IOMA, sl MBICJICHHO I10CJIE CMEPTH HOLITYCh HEBHIMMKOM 1O BCEM KOMHATaM
6a0yIIKMHOTO JIoMa U TOCTYIINBAa0 HCKpEeHHHE clie3bl JIIoO0uKH, coxaieHus: 0a0yIKu
U pa3roBop namna ¢ ABrycroM AHToHbIueM (1:172).

In these fantasies, the concerns underlying Nikolai’s role as narrator come to the fore: on the one
hand, his fictionalized origin as a secret orphan and imagined future as a war hero borrow from
novelistic tropes and draw a self-aware comparison to the highly novelistic inset history of Karl
Ivanych’s life. On the other hand, the fantasy about his own death revolves singularly around
non-corporeal unobserved observation, and around allowing panoptic access to the privileged
conversations, private moments, and otherwise inaccessible minds of other characters.’> These
dreams, then, thematize fantasies not about Nikolai the character, but about Nikolai the narrator,
calling for the very shape of disembodied novelistic narrative omniscience.

Boyhood questions the ethics of the legibility its narrative relies on. Its self-professed
focus on alterity, on the existence and knowability of other people, is tempered by the special
attention it pays to the esoteric, intimate way the brothers communicate — certainly a system as
entirely devoid of outsideness as it is of illegibility. The novel questions Nikolai’s status as a
discerning narrator, as he belittles (by editorializing) the words of others, reproducing the
powerful “movements of a pen” that otherwise so distress him.

Despite these experiments with authorship, and despite his otherwise increasingly
privileged gaze, Nikolai also at times reneges on the authority of his position as a narrator; just
as the sudden existence of unknown people is tempered by the unfettered legibility of his close
family members, Nikolai’s editorializing of Karl Ivanych’s story is countered by the moments in
which his acts of penetrative reading still both fail and shame him. In the case of his father,
Nikolai feels his overreading is tantamount to sacrilege. Sent up to his father’s room to retrieve a
gift for his sister, Nikolai instead uses his father’s keys to open a locked portfolio filled with
private papers he has been forbidden from touching. The stakes of his spying are clear: “I felt
that papa was living in an entirely separate, beautiful, inapproachable, and incomprehensible
sphere, and that it would be a kind of sacrilege for me to try to penetrate the secrets of his life.”
[S1 4wyBCTBOBAJI, YTO Mara J0JDKEH XKHUTh B Chepe COBEPILICHHO OCOOCHHOM, MPEeKpacHoii,
HEIOCTYITHON M HEMOCTHXKUMOM JJIs1 MEHS, M YTO CTApaThCsl MPOHUKATH TAWHBI €0 KU3HU OBLIO
OBl C MOEH CTOpPOHBI YeM-TO Bpoje cBsaToraTcTBa] (1:164). Nikolai’s violation of his father’s
privacy is cast as an issue of bounds overstepped and of epistemological lines crossed, of
broaching a sacrosanct interiority that, though violated, still maintains its unknowability.*?

32 This dream (which recalls the experiences of Odoevsky’s narrator Aristidov in “The Living Dead
Man,” cited in the epigraph of Dostoevsky’s Poor Folk) negotiates the authority of narrative omniscience
insofar as, as Audrey Jaffe puts it, “to imagine oneself as bodiless, as invisible, is to occupy without threat
the position of the observing other.” Jaffe, Vanishing Points, 20.

33 Writing on Childhood, Gustafson suggests that Nikolai’s knowing of his father and mother map out
unique epistemological modes of “affective memory which represents knowledge not as abstract ideas
about sense data, nor as impressions from sense data, but as the result of an act of going forth from self
into other to seize the other for the self,” as Nikolai’s father remains an unknowable yet deduced ideal,
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Indeed, the incident leaves him feeling ashamed and ill-at-ease, unable to digest (or report on)
anything he read in the papers because of his overwhelming feeling of guilt.>*

In such scenes of shamed overreading, interrupted narration, and anxious editorializing,
Boyhood explores the contradictions of self and other central to its narrative project; its narrator
relies entirely on the intimacy of his family while claiming to appreciate the alienness of those
outside it. These contradictions extend to the novel’s narrative ethics, taking the shape of
opposing, simultaneous poles: the minds of characters are at once sacrosanct and yet legible,
unreachable and yet commonplace. Privileged knowledge in the novel is a symptom of intimacy,
but is had thanks to its violation, and at times at the expense of its own re-telling: Nikolai’s
closeness with his brothers and sisters underwrites his ability to read their minds — and to reveal
their secrets. His fascination with the hidden world of his father—which he knows he ought not
to read—renders whatever he finds there unnarratable anyway. The unknowability of other
people reinforces the closeness of intimate partners and family members, while still marking
knowledge of them as a violation. At the center of these contradictions lies Nikolai, the
oxymoronic union of limited character and privileged narrator, whose abilities as one exist in
tension with his role as the other. In his experimentations with [self-] authorship—including his
rendering legible the minds of the other, as well as his editorializing commentary on the words of
other character-narrators— Nikolai assumes the mantle of an increasingly perspicacious,
powerful, and privileged narrative position.

V. “The author himself did not exist for me”: metafictive reading in Youth

The contradictions at the heart of Nikolai’s role as a character-narrator—concerned with
the effects of the narrative he also performs, ethically invested in the consequences of his own
gaze, reliant upon the intimacy that he also violates—are multiplied in Youth [FOnocts] (1857).
In this final novel in the trilogy, Nikolai’s overreading unfolds as an overt strategy for self-
authorship. The novel demonstrates how his penetration into the minds of other characters serves
only to reinforce his own self-understanding, as Nikolai constantly wonders not about what
others think, but specifically about what they think about him. By continuing to track the
development of Nikolai as a narrator, and particularly by drawing attention to his navel-gazing
and myopic field of vision—which still slips constantly into a state of narrative omniscience—
Youth invites the reader to question again the effects of such overreading.

In several simultaneously self-referential and metafictive moments, Youth plays with the
idea of literary self-fashioning, a phenomenon Nikolai returns to several times. In chapter thirty,
while detailing the various “occupations” that define his experience of youth, including his
growing fondness for playing music, Nikolai for the first time addresses the topic of novels, and
his own manner of reading them:

All the most unnatural persons and incidents were as true to me as reality, and I not only
did not dare to suspect the author of lying, but the author himself did not exist for me;
from the printed page rose before me the living, real people and incidents. If I nowhere

while his mother is a recreation, brought into being by his memory of her. Gustafson, Leo Tolstoy:
Resident and Stranger, 234-36.

3* Elsewhere, as Nikolai thinks of his spying on the maids’ chambers, the activity of eavesdropping is
likewise cast-off as a symptom of a now-quit stage of development, a boyhood activity that now causes
shame. See 1:197.
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had met people that resembled those of whom I read, I did not for a moment doubt that I
should someday. I experienced in myself all the passions described, and perceived a
similarity between me and all the characters, both the heroes and the villains of every
novel, just as a susceptible man finds in himself the symptoms of every possible disease
when he reads a medical work.

Bce camble HeecTeCTBEHHBIC JTUIA M COOBITHS OBLIM JIJIT MEHS TaK K€ JKUBBI, KaK
NENUCTBUTENBLHOCTD, 51 HE TOJIBKO HE CMEJ 3aM003PUTh aBTOpa BO JIKU, HO CaM aBTOp HE
CYIIIECTBOBAJI AJISI MEHS, @ CaMU COOOM SBIISITUCH TIEPE0 MHOM, U3 TIEYaTHON KHUTH,
KUBBIC, JCHCTBUTEIbHBIC JTFOAU U COObITHS. Exkenu s Hurje He BcTpeyal JIUI, MOX0XKUX
Ha T€, PO KOTOPBIX S UUTAJ, TO S HU CEKYHJIbI HE COMHEBAJICS B TOM, YTO OHU Oydym. 51
HAXOJWI B ce0e BCE OMICHIBAEMBIE CTPACTH U CXOACTBO CO BCEMHU XapaKTepaMHu, U C
TeposiMU, U C 3J0JIeIMHU KaXJI0T0 poMaHa, KaKk MHUTEIIbHBIN YEIOBEK HaXOUT B ce0e
MPU3HAKH BCEX BO3MOXKHBIX 0OJI€3HEH, UnTasi MeJUIIMHCKYIO KHUTY. (1:311)

Nikolai’s reading is self-consciously unaesthetic, with an eye not towards fictionality or
authorship but rather defined by a hypochondriacal and sympathetic over-identification with
literary characters.’® He finds a multidirectional continuum between the printed page and reality,
both accepting the existence of the characters he reads about as well as presuming that they
possess analogues in his own life, and that real people might be [readable] like characters.*¢

The boundary between fiction and reality within Youth is then blurred further, as Nikolai
notes how he once strived to reach the ideal of moral perfection as represented by certain
(ultimately forgettable) fictional characters: “I wished above everything in all my acts and affairs
to be ‘noble’ [...], then to be passionate, and finally, to be as comme il faut as possible, for
which, however, I had a leaning even before. I tried in my looks and habits to resemble the
heroes who had any of these qualities.” [IIpexae Bcero s »xenan ObITh BO BCEX CBOUX JIelaxX U
MOCTYTIKaxX «nobley [...], moToM OBITh crmpacmHbim U, HAKOHEII, K YeMy Y MEHS U Mpex/e Oblia
HAKJIOHHOCTh, OBITH Kak MOxHO Oonee comme il faut] (1:311). Nikolai recalls one noble and
passionate hero in particular who was possessed of very bushy eyebrows, and whom he was
“anxious to resemble.” In his attempt to cut his eyebrows to ensure that they grew back even
thicker, Nikolai accidently removes them entirely, and is forced to apply false replacement
eyebrows with gunpowder borrowed from Volodya. By the time Nikolai’s eyebrows do
eventually grow back in, he “had entirely forgotten about the passionate man™ (1:311-312). This
farcical memory plays with the exteriorization of interiority, the same mechanism that
underwrites Nikolai’s ability to read other characters as a narrator: he finds evidence of his

3 And which both recalls the reading habits of Dostoevsky’s Makar Devushkin as well as predicts the
categories of aesthetic and unaesthetic reading in M. M. Bakhtin’s “Discourse in the Novel,” the former
of which necessitates the reconstruction of the authorial perspective, in contradistinction to an over-
identification or sympathy with any given character. Bakhtin, “Discourse in the Novel,” in The Dialogic
Imagination, op. cit., 312-15.

3% This strategy of reading recalls the unpublished preface of the second (of four) redactions to Childhood
entitled “To My Readers” (K unrarensam), in which Tolstoy outlines the shape of his ideal, sympathetic
reader (as well as his desire for the absence of the “imprint of authorship” from the final text): “You
should be sensitive—that is, you should sometimes be able to experience heartfelt pity and even shed a
few tears over a fictitious person you have loved, or rejoice for him with all your heart and not be
ashamed of it.” Quoted in Christian, Tolstoy: A Critical Introduction, 23.
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sister’s feelings in her facial expression just as he finds proof of a character’s definite (and his
own potential) passion in their eyebrows. Of course, in this case Nikolai’s self-authoring lets him
down, and here the novel plays again with its own potential afterlife: Nikolai not only fails to
successfully mimic his favorite character, but eventually forgets all about him anyway.

Nikolai’s intra-diegetic experience of reading (including both the felt reality and
importance of literary characters, as well as the irrelevance of their authors) directly counters his
own role as an author, of himself as of the text.>” His narration makes a display of its own
authority in the process of ostensibly renouncing it; in the aborted attempt to literally fashion
himself a literary character, Nikolai instead reinforces his authority as a narrator (of the text in
which he of course is also a character), impossibly recalling, ex-post-facto, the process of having
forgotten about the character in question.

Nikolai’s intra-diegetic reading of literary characters (in the text within the text) spills
over into his narration of other people, whom he reads and narrates—just as he does their
fictional analogues—with an eye to their function in his own self-understanding. This reading
fails him, however; the readings he now transports into his everyday life from his reading of
fiction leave him unable to appreciate those who stand beyond the limitations of his strict
understanding of social status. In chapter thirty-one, Nikolai explains his ability to read the social
currency of others: “I had common signs, by which I decided to what category a man belonged,
even without speaking to him. My chief sign, outside of the room, gloves, handwriting, and
carriage, were the feet. The relation of a man’s boots to his pantaloons at once decided in my
eyes his standing.” [Kpome Toro, y MmeHs 6bu11 00111M€ IPU3HAKH, 10 KOTOPBIM 51, HE TOBOPSI C
YeJIOBEKOM, pellal, K KaKoMy pas3psiay OH MPUHAUICKUT. [ TaBHBIM U3 3TUX NPU3HAKOB, KPOME
yOpaHCTBa KOMHATHI, I€YaTKH, OYEPKa, dKUIaxa, Obutn HOru. OTHOILIEHHE Camlor K
MaHTAJIOHAM TOTYAC Pelianio B MOMX Ta3ax monoxenue yenoBeka] (1:313). His gaze ultimately
proves too narrow, as it distances him from the classmates he haughtily judges lack the requisite
amount of visible comme il faut-ness.

After returning home from an evening with his new acquaintances, he is flummoxed by
the disparity between their positive inner qualities and their seemingly negative external signs: “I
long wavered between respect for them, to which their knowledge, their simplicity, honesty, and
poetry of youth and careless bravery led me, and revulsion, produced by their indecent exterior.”
[ nonro, He 3ackInas, Koaedascs, ¢ OAHON CTOPOHBI, MEXIY YBaKEHHEM K HUM, K KOTOPOMY
pacrioyiarajgy MeHs MX 3HaHHs, IPOCTOTA, YeCTHOCTh U M033UsI MOJIOAOCTH U YJAIbCTBA, C
JPYTrOi CTOPOHBI — MEXKTy OTTAJIKMBAIOIIEH MEHS UX HENOPAI0YHOM BHEIIHOCTHIO] (1:362). Just
as Childhood implicated our reading of it by repeatedly drawing attention to the reductive and
painful readings performed by its narrator, here Youth also puts its reader on the hook, reminding
us of the problematic after-effects of reading others as we read fictional characters.

37 The centrality of reading to Tolstoy’s aesthetic project has not gone unnoticed; Gustafson convincingly
asserts that the act of reading in Tolstoy—in more ways than one—overlaps with the act of knowing. See
Gustafson, Leo Tolstoy: Resident and Stranger, 277-78. Thomas Seiftrid, cataloging the “visualism” that
links knowing, seeing, and reading throughout Tolstoy, ultimately formulates the issue as a function of
his authorship: “Thus for Tolstoy the spectacle of human affairs is subsumed within the world of the
book. Given the role perspective plays in Tolstoyan narrative, it is perhaps only natural for him to depict
in perspectival terms experiences as significant for him as reading and writing.” Seiftid, “Gazing on
Life’s Page: Perspectival Vision in Tolstoy,” PMLA, Vol. 113, No. 3 (May 1998), 445.
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In the process of representing Nikolai’s constant reading of other people as exhaustible,
knowable literary characters, Youth repeatedly racks focus to the mistake inherent to such a
conflation. When Nikolai takes a trip to a monastery in chapters seven and eight, he is ever the
narrator in search of characters to read, and whose interiors he might narrate. He becomes
intensely concerned with the impression he is making, constantly reading those around him in
order to discern how they in turn have read him.3® As he leaves the church, Nikolai wonders to
himself: “What could the monks have thought of me, as they gazed at me, upon issuing, one after
another, from the church?”’ [Ho uto 060 MHe MOTTIM IyMaTh MOHaXH, KOTOPKIE, APYT 32 IPYTOM
BBIXOJISI M3 IIEPKBH, Bee Tisiaenu Ha MeHs?] (1:225). He runs through his own exterior markers,
noting the state of his face, hair, boots, and clothes, wondering: “To what category of men did
the monks mentally refer me as they gazed at me? They certainly surveyed me attentively. [K
KaKoOMY pa3psiy JII0JIei OTHOCHIIM MEHSI MBICJIEHHO MOHAXH, TJISIEBIINE HA MEHA? A OHH
CMOTpenH Ha MeHs1 BHUMatenbHO] (1:225). Upon returning to the church a second time, Nikolai
again wonders how he is seen (and has been read) by the priest, who “must be reflecting that he
had never, in all his life, met, nor ever should meet, such a beautiful soul in a young man such as
I was, and even that there could not be the like of me.” [BepHo, 1ymaeT, 4To Takoil npexpacHou
TyIIA MOJIOJIOTO YEJIOBEKa, KakK 5, OH HUKOTJIa He BCTPEYas B )KU3HU, J]a U HE BCTPETUT, YTO
naxxke u He ObiBaeT mogoOHbIX] (1:227). Nikolai’s projection into the minds of the monks and
priest at the monastery is entirely self-focused, as he seeks confirmation of his own brilliance, of
which he is already certain. Although Nikolai does not comment on the myopia of this gaze, the
novel ironizes his narrative position; returning to his carriage, Nikolai fishes for a compliment
from his driver and—expecting praise—asks the driver if he knows why he had gone up the
monastery again, only to be confronted with a simple response — He mory 3uatb, 6apusn (1:228) —
that dismisses and repudiates his entire process of reading the chapter’s other characters.

In Nikolai’s overreading of these characters, linked to his mode of reading fiction, no
outsideness is possible; their legibility to Nikolai (which the novel invites us to see as a moment
of unaware vanity) serves only his own cause of budding [self-]Jauthorship, while he remains
blind to the simple truth of the carriage driver’s statement that some things are unknowable.
Alterity is similarly curtailed in Youth’s other silent scenes of interpretation. The family of like-
minded readers of Boyhood is now broken along gendered lines, but those who belong to it are
rendered as readable as those outside it. Nikolai notes again that intimate family members
possess a certain “private faculty,” a special kind of “understanding,” that allows them to both
preternaturally read each other as well as to immediately understand the truth of any given
situation, to “see at exactly the same moment where praise ends and irony begins, where
enthusiasm ends and hypocrisy begins.” He explains, however, that a peculiar fraternal idiolect
develops as a side-effect:

To facilitate this equal understanding among the members of the same circle or family,
there establishes itself a conventional language, conventional expressions, and even
words, which define those shades of meaning that do not exist for others. In our family,
this understanding was highly developed between papa and us brothers.

3% Frederic Jameson suggests that Tolstoy’s overt focus on—and fascination with the details of—the body
of the other is a sign of the “warming over” of narcissism, although I would argue that in such scenes as
this one, the novel is self-aware of the myopia of such a self-focused gaze. See Jameson, The Antinomies
of Realism (London: Verso, 2013), 90-91.
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Jlnst o6JsieryeHust 3TOro OJJUHAKOBOTO MOHUMAHUS MEX/1Y JIIOAbMH OJTHOTO KPYXKKa HITH
CeMelCTBa yCTaHABIMBAETCS CBOM SI3bIK, CBOM 00OPOTHI peuH, Jake — CJIOBa,
OIpEeJEAIOIINEe T€ OTTEHKHU IIOHATUHI, KOTOPBIE Ul APYTUX HE CYIIECTBYIOT. B Hamem
ceMelcTBe, MeXly Mana ¥ HaMu, OpaTbsiMu, MIOHUMAHUE 3TO OBUIO PAa3BUTO B BHICIICH

crenenu (1:307-308).%°

The novel is filled with such scenes of silent understanding between the Irten’ev brothers, who
all successfully interpret each other’s interiors, as gestures, glances, and looks supersede words.
Volodya reads “suspicion of his knowledge” in both Nikolai’s and Dmitri’s eyes when
explaining a complex mathematical topic (1:237). Dmitri’s face, walk, and gestures outwardly
express his frame of mind, convincing Nikolai that there are “two different men” inside him, the
difference between which is demonstrable by what his “whole exterior, the sound of his voice,
and all his movements seemed to say.” [Korzma oH ObIBal B 3TOM PacCIOIOKEHUU JAyXa, BCS €ro
Hapy’>KHOCTH, 3BYK I'0JI0JIa, BCE ABMXKEHHS TOBOPWIIH, Ka3anock...] (1:247). When Nikolai and
Dmitri arrive at Dubkov’s and unexpectedly find Volodya there playing at cards, a scene of silent
interpretation plays out as if it were dialogue, as looks and glances “speak” their meaning
wordlessly between the brothers: “But there was no consternation in his look, -- it simply said:
‘Yes, [ play, and you are surprised because you are young. This is not only not bad, but quite the
thing at our years.’ I felt it and understood at once.” [Ho B ero BeipaskeHHH He OBLIIO 3aMETHO
CMYIIIEHUS, OHO KaK OyATO roBOpHIIO MHE: «/la, Urpato, a Thl yIUBISICIILCS STOMY TOJIBKO
MIOTOMY, YTO €Ile MOJIOA. DTO HE TOJILKO HE AYPHO, HO JOJDKHO B HAIIIM JieTay. S ToTuac
MOYYBCTBOBA U MOHsLI 3TO] (1:248).

However, while the Irten’ev brothers have developed this special capacity for
understanding, including both the significatory power of facial expression and gesture as well as
a secret verbal code, the women of the family are excluded. As a result, the act of silent reading,
the “in-joke” of “understanding,” serves as both a means of meaning-transmission as well as a
method of virtue-signalling, negatively valancing those outside the exclusive circle of readers:
“the girls did not have our understanding, and that was the chief cause of our moral disunion, and
of the contempt which we felt for them” [[leBouku He Menn HaIIETO MOHUMAHHUS, U ATO-TO
OBbUIO TIaBHOIO MPUYMHOIO HAILIETO MOPAJIBHOTO pa3beANHEHHS U TPE3PEHHUs, KOTOPOE MBI K HUM
gyBcTBoBanu| (1:308). Despite their exclusion from the boys’ special argot, though, the women
of the Irten’ev family remain themselves eminently legible, characters to the piercing gaze of
Nikolai’s narrator.

Avodtya Vasilevna Epifanova, Nikolai’s new step-mother, is particularly marked as an
interloper by her exclusion from the family of interpreters. Nikolai notes: “Besides, she was so
entirely devoid of the faculty of ‘understanding,” of which I have spoken before, and which was
highly developed in our house, and her habits were so different from those which had taken deep
root with us, that this alone went against her.” [[IpuTom B Heii ObLIO TaKOE OTCYTCTBHE TOU B
BBICIIICH CTETICHH Pa3BUTOM B HAIIIEM JIOME CIIOCOOHOCTH MMOHUMAHHUS, O KOTOPOH s yKe TOBOPUIL,
Y TIPUBBIYKY €€ ObUIM TaK MPOTUBOIIOJIOKHBI TEM, KOTOPbIE YKOPEHHIUCH B HAIIIEM JIOME, YTO
y’Ke 3TO OJIHO IypHO pacmoiaraio B ee monb3y] (1:355). Her interior, meanwhile, including her

3% Anna Berman notes how this “private language” as a “model for sibling intimacy will carry over into
the depiction of brother-sister relations in War and Peace (1865-69). The Rostov siblings share a similar
depth of understanding and connection based on childhood memories and associations,” although in the
case of this later model, ultimately the “distinction between sibling and romantic relationships is blurred,”
as “sibling bonds resemble asexual marriages.” Berman, Siblings in Tolstoy and Dostoevsky, 31, 38.
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particular feelings for Nikolai’s father, remains easily legible “in every word, look, and motion
of hers” [ObuTa BUTHA B KaxkI0M clloBe, B3rsiae u nmwkeHnn | (1:354). Nikolai remarks that she
is likewise marked by her “unbearably detestable” gestural tics, including smiling “with her lips
only, and nodding, whenever she was told things that little interested her” (1:356-357). While
she remains unable to read her husband’s face, who she wrongfully accuses of philandering, her
own inner feelings and “secret jealousy” are patently evident (1:358).

As the novel tracks Nikolai’s development as a (seemingly) increasingly privileged
narrator, the author of his life and the interpreter of the inner lives of those around him, it
simultaneously suggests his growing blindness to the paucity of his gaze, which erases the
alterity of those he observes and narrates. The resulting silent scenes of face-reading easily bleed
into—in Dorrit Cohn’s famous term—moments of psycho-narration, the revelation of figural
consciousness, with increasingly few markers of limitation or subjectivity, moving away from
the external observation of the body and increasingly towards the direct penetration into the
hidden interiors of other characters. As he performs the duty of visiting several family
acquaintances in the novel’s later chapters, for example, Nikolai’s narrative frequently slips into
internal focalization, reporting on the secret thoughts of his acquaintances without reading them,
in some cases noting how some characters’ interiors run counter to their gestures or facial
expressions.

In chapter seventeen, Nikolai achieves interiority while visiting Ilin’ka, noting that his
forced smile conceals his secret, unexpressed feelings of shame (1:260), while in chapter twenty,
when visiting the Ivins, Nikolai similarly notes that the general’s son’s expression masks his true
feelings about the visit (1:269-70). Likewise, having left school and acquired his new uniform in
chapter thirteen, Nikolai gads about town and spends his money on unnecessary “adult”
purchases before running into his schoolmate Semenov, walking by in his citizen’s mufti: “’I see
you are not in your uniform!’ I said to him. Semenov stopped, blinked, and showed his teeth, as
though it pained him to look into the sun, but, in reality, to show his indifference to my vehicle
and uniform, gazed at me in silence, and walked on.” [CemeHOB OCTaHOBHJICS, IPUIIYPHJI TJ1a3a
U, OCKQJIMB CBOU Oenbie 3yObl, Kak OyATO eMy ObLJI0 OOJIBHO CMOTPETH Ha COJIHIIE, HO
COOCTBEHHO 3aTeM, YTOOBI IOKA3aTh CBOE PAaBHOYIIINE K MOMM JPOKKaM U MyHAUPY, MOJTYa
MOCMOTpeN Ha MeHs 1 nomen ganbiie] (1:245). While Youth often makes a problem of Nikolai’s
reductive gaze, Nikolai remains unaware of it, now constantly and confidently narrating the
thoughts of those around him.

The tension inherent to the narrative situation of Childhood, as an experienced future
narrator interrupts and reframes his childhood experiences with impossible accuracy, has
evaporated, leaving instead only a constant slippage into omniscience, as Nikolai reports on the
actual thoughts of his classmates and family, as opposed to their facial expressions; his ability to
report on the former is not tethered to his capacity to parse the latter. But in the process of
representing an increasingly empowered narrative voice, Youth also draws attention to the
problematic after-effects of such moments of overreading, while also pointing again at our own
reading of it.

VII. Conclusions: The Sevastopol Sketches, and Beyond

Childhood, Boyhood and Youth cast a spotlight on Nikolai’s overreading of other
characters, which erases their alterity, reduces their lives to the role they play as characters in his
story of them, and at times, harms his relationship with them. In constantly demanding that we
see the limits of their narrator, in constantly inviting us to be better, more sensitive readers than
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Nikolai—of fictional texts, as well as of the other—Childhood, Boyhood and Youth make an
ethical claim on us, putting on our shoulders the responsibility of attending to the ethics of the
narrative voice. In focusing on Tolstoy’s early, first-person storytelling, I have aimed to
demonstrate how his devices for representing consciousness are, to return to Cathy Popkin’s
phrase, “born of restraint doubly abandoned,” reliant on representing what ought to be inviolate
in the moment of exhibiting its violation.*°

In tracking the development of Nikolai as a young man, the trilogy of novels also tracks
his development as a narrator, increasingly informed by penetrative, proto-omniscient acts of
reading. The novels link the development of this gaze with the development of adulthood, and
the same can be said of the development of Tolstoy’s own narrative devices, as his writing
reaches its maturity. But what of Tolstoy’s later work?

The overt ethical concerns of Tolstoy’s later writing, and their intersection with the
representation of the workings of the mind of characters, beginning with the Sevastopol sketches,
have long been the subject of scholarly concern.*! The popular Sevastopol sketches, which
followed the lackluster reception of Boyhood, raise the stakes of the ethically invested proto-
omniscience of Tolstoy’s earlier pseudo-autobiographical work, directly implicating the reader in
the act of bearing witness to the stories’ contents. The narrative of “Sevastopol in December”
[CeBactomnons B gekabpe mecsie, 1855] even directly accesses the thoughts of “you,” the
second-person narratee, whose experience of the besieged city is guided by a knowledgeable
narrator, who teaches us how to read the city’s inhabitants.*?

In “Sevastopol in May” [CeBactonons B mae, 1855], however, the multitude of potential
readings and false narratives—including soldiers’ exaggerated tales and newspaper accounts of
the war—calls for a decidedly powerful, undeniably omniscient narrative voice. This voice
quickly swoops along the fields and through the trenches surrounding the city, informing us of
the desires, wishes, and thoughts of hundreds of men (2:148-49), later asking us to listen in on
what “thousands” of people are thinking (2:155). However, despite the authority of his
omniscient gaze, the narrator ends the sketch with a move that prefigures Turgenev’s “The
Execution of Tropmann” fifteen years later: the narrator questions whether his story has had any
value at all. He wonders whether his telling of it has actually been transgressive, rather than
positive: “Perhaps I ought to have left it unsaid. What I have said perhaps belongs to that class of
evil truths that lie unconsciously hidden in the soul of each man and should not be uttered lest

40 Popkin, “Kiss and Tell,” 40.

1 Justin Weir asserts that “Sevastopol in December” “pushes and pulls the reader in order to impose an
‘experience’ of the violence of war,” an early instance of what he terms “narrative alibi,” a process that he
asserts Tolstoy will constantly return to in his later writing. Weir, Leo Tolstoy and the Alibi of Narrative,
2. Liza Knapp compares the shame experienced before the suffering of others by the character of “you” in
this sketch to its later reworking as the relationship between Levin and his dying brother in Anna
Karenina, noting that the story here works to transfer that feeling of shame to the reader. Knapp,
“Tolstoy’s Sevastopol Tales: Pathos, Sermon, Protest, and Stowe” in Before They Were Titans, op. cit.,
211-223. Gary Saul Morson argues that Tolstoy’s “Sevastopol in December” implicates the implied
reader who, as the direct addressee of the second-person, omniscient narrative voice, is forced to bear
witness as well as responsibility for the violent acts that unfold for the pleasure of our reading them.
Morson, “The Reader as Voyeur: Tolstoi and the Poetics of Didactic Fiction,” Canadian-American Slavic
Studies, No. 12 (1978).

2 Eric de Haard argues that the second-person direct address of the sketch “is basically a variant of
selective omniscient heterodiegetic ‘third person narration,’” although he maintains that the “you”
character should not be confused with the reader. De Haard, Narrative and Anti-Narrative, 76.

99 G,
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they become harmful” [MoxeT, He Hafo OBLIO TOBOPUTH ATOT0. MOXKET OBITh, TO, YTO 5 CKa3al,
MPUHAAISKUT K OJHON U3 TeX 37BIX UCTHH, KOTOPbIE, 0€CCO3HATEIBHO TASACh B AyIIE KaXO0TO,
HE JIOJDKHBI OBITH BBICKA3bIBAEMBI, YTOOBI HE CIETIAThCs BpeAHBIMU. .. | (2:156). This move retains
the authority of the narrative gaze while questioning the value of the narrative’s contents.
“Sevastopol in May” lays bare the “truths that lie unconsciously hidden” without any of the
uncertainty of Nikolai Irten’ev’s guesswork or reading.

In assuming the full mantle of authority afforded by third-person narrative omniscience,
Tolstoy’s narrative voice in “Sevastopol in May” undoes the positive valence with which
Childhood and the sequel novels invested the act of attentive reading. Nikolai Irten’ev, as I have
attempted to show, gradually comes to master his world and those in it as a narrative authority,
reading the others in his life as he does the literary characters with whom he so greatly
empathizes— including his own fictionalizations of himself. “Sevastopol in May,” on the other
hand, denies us this reading, famously ending with an accounting of its own failure to provide
any positive moral model or ethical test case in any of its characters: “Where is the expression of
evil which should be avoided? Where is the expression of good which should be imitated in this
story? Who is the villain, who the hero? All are good, and all are evil.” [I'ne BeipaxkeHue 31a,
KOTOPOTo 10JKHO n3berats? I'1e BoipaxkeHue 100pa, KOTOpOMY JO0JDKHO MOAPaXaTh B 3TOM
noBectu? Kto 31mozeit, kro repoii ee? Bee xopotu u Bce AypHbl. | (2:156).

Instead, the narrator presents truth—specifically the hidden, unconscious truth that only
he is empowered to access and to represent—as the real hero of the story: “The hero of my story,
who I love with all the strength of my soul, who I have tried to represent in all its beauty, and
who is, has been, and always will be beautiful — is truth.” [['epoii sxe Moeil moBecTH, KOTOPOTO 5
JH00JTI0 BCEMH CHJIAaMU JTyIITH, KOTOPOT'O CTapaJicsi BOCIPOU3BECTH BO BCEU KPacoTe €ro u
KOTOPBII Beceraa ObLI, ecT U OyAeT mpekpaceH, -- mpasna.] (2:156). This famous concluding line
pulls the carpet out from underneath the attentive face-reading, brotherly intimacy, and ethically-
minded interpolation of character interiority of the earlier novels. This move reserves all
authority for the omniscient narrator, who alone is empowered to reveal the true hero of the story
all along, despite our reading of it. We are implicated in the work that explores the ethical and
aesthetic consequences—and failures—of our reading, in which “to observe is to act — and act
badly.”#?

Tolstoy’s later works continue this thread: War and Peace [Boiina u mup, 1865-67] and
Anna Karenina [ Auna Kapenuna, 1873-77] both engage with the ethics of narrative omniscience
and the problem of overreading the other in strikingly different ways, but this is the topic for a
future study.**

3 Morson, “The Reader as Voyeur,” 467.

* To cite but two examples, from opposite ends of the humanist and theoretical narrative-ethical
spectrum: David Parker examines the “ethical greatness of Anna Karenina” as a function of the novel’s
ability to disorient the reader in “moral space,” representing both characters who awaken from habitual
consciousness, as well as those who fail to confront alterity in their attempts to “see into” and picture the
interiors of the other. See David Parker, Ethics, Theory, and the Novel (Cambridge: Cambs UP, 1994),
107-119. From the opposite end of the ethical spectrum, Colin Radford and Michael Weston debate the
ethical implications of the reader’s ability to sympathize with the fictional Anna Karenina. See Radford,
Colin and Michael Weston, “How Can We Be Moved by the Fate of Anna Karenina?”, Proceedings of
the Aristotelian Society, Supplementary Volumes, Vol. 49 (July 1975), 67-93. Although it stands outside
the scope of the present dissertation’s focus on Tolstoy’s early proto-omniscience, I have started an
exploration of the differences in the scope of narrative voice in Tolstoy’s major novels—and their
relationship to the novels’ narrative ethical projects—and plan to develop this argument further. See
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In the search for an authoritative narrative omniscience, Tolstoy’s early narratives first
“create limited subjects,” in order to “have something to be omniscient about.” In the process,
these early narratives draw attention to the after-effects of their story-telling, to the ethical
consequences of their penetrative omniscience, and to the violation inherent to reading and
narrating what one ought not know. As N. G. Chernyshevsky famously remarks, Tolstoy’s talent
for observation culminates in the ability “to observe people with a penetrating eye” [cMoTpeTh Ha
Joziel nmponuiaTensHeM B3som].*® Tolstoy’s earliest narrative voices demonstrate an intense
awareness of the violence of this penetration, commenting on the paradoxical nature of their
knowledge. His novels are invested in exploring the ethics of their narrators’ gazes which,
despite their limitations, attempt all the same to represent what “God only knows.”

Thomas Dyne, “Silent Scenes of Interpretation: Visual and Verbal Language in Tolstoy’s Narrative,”
Tolstoy Studies Journal, Vol. 28 (December 2016), 7-16.

3 Jaffe, Vanishing Points, 25.

46 Chernyshevsky, Pis 'ma bez adresa, 117, emphasis added.
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EPILOGUE

In the preface to the New York edition of The Portrait of a Lady, Henry James makes
reference to the architecture of Turgenev’s writing, which is populated by characters he has first
and foremost seen in their entirety, “who hovered before him, soliciting him, as the active or
passive figure, interesting him and appealing to him just as they were and by what they were.”!
Later in the same essay, James famously refers to the “house of fiction” of his own oeuvre, an
edifice comprised of a multitude of windows, “every one of which has been pierced, or is still
pierceable, in its vast front, by the need of the individual vision.”?

Extending this image, I have argued that Russian narratives of the mid nineteenth-century
positions its narrating agents in a liminal space, both inside and outside the windows it shows
itself peering through, ever making us aware of our complicity in a piercing, penetrating vision
in the same moment that it disavows the effects of that vision. “God only knows” indexes this
newly omniscient Russian narrative voice of the mid-nineteenth century, who—in attending to
the consequences of penetrating the mind of the other—denies authority in the moment of acting
on it. The standard narrative questions—“who sees and who tells?”—become irretrievably
wrapped up in follow-up ethical questions of epistemological promiscuity: “who sees how much,
and how, and who can they tell about it?”” In the nineteenth-century Russian novel, this is a
problem drawn across the lines separating interior and exterior; the narratives I have examined
are intensely invested in the ethics of their acts of representation, pointing to the inviolability of
the mind and body of the other in the moment of showing themselves violating them.

As I have aimed to demonstrate, in the search for authoritative narrative omniscience,
Turgenev’s, Dostoevsky’s, and Tolstoy’s narratives first “create limited subjects,” in order to
“have something to be omniscient about.”® This move, in the terms of Peter Brooks, turns
narrative into a nexus of desire and epistemology, and leaves the body the subject of stories told
“in the effort to know and to have it.”* The knowing and possessing of bodies overlap as
simultaneous goals, insofar as “the plot of the novel is very often the story of success or failure
in gaining access to the body—and the story of the fulfillment or disillusionment that this
brings,” which suggests a “larger story” to do with “the desire to pierce the mysteries of life that
are so often subsumed for us in the otherness of other people.” In Turgenev’s, Dostoevsky’s,
and Tolstoy’s omniscient narratives, these concerns inhere not only in the way narrators render
minds legible on the body, but in the way they also constantly interrogate this process. Their

! James, “Preface to Portrait of a Lady” in The Art of the Novel: Critical Prefaces (Chicago: The U of
Chicago P, 2011), 42-43.

? “The house of fiction has in short not one window, but a million — a number of possible windows not to
be reckoned, rather; every one of which has been pierced, or is still pierceable, in its vast front, by the
need of the individual vision and by the pressure of the individual will. These apertures, of dissimilar
shape and size, hang so, all together, over the human scene that we might have expected of them a greater
sameness of report than we find. They are but windows at the best, mere holes in a dead wall,
disconnected, perched aloft; they are not hinged doors opening straight upon life. But they have this mark
of their own that at each of them stands a figure with a pair of eyes, or at least with a field-glass, which
forms, again and again, for observation, a unique instrument, insuring to the person making use of it an
impression distinct from every other.” Ibid., 46.

3 Jaffe, Vanishing Points, 25.

* Brooks, Body Works, 5-6.

> Ibid., 8.
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character-narrators become interpreters of the grammar that plays out on the body, “in quest of
what goes on inside, of the interiors beyond the signifying surfaces of face and skin.”®

The narrative ethics of nascent Russian omniscience is predicated on a philosophy of
doubt. The narrative voice that disavows its own authority sows doubt on its own ability to
penetrate the body of the other, and to access the mind of the character.” Although it lies beyond
the remit of this dissertation, the process of reckoning with the ethical consequences of a
penetrative narrative gaze I see indexed by “God only knows” also speaks to a distinction in the
study of ethics itself. In examining the ethics of the face-to-face encounter in Emmanuel
Levinas’s Totality and Infinity, Robert Eaglestone metaphorizes the difference between actual
presence and merely the representation of presence as the distinction between the icon and the
idol. Transcendence is not possible through language, and consequently, through the work of art,
just as the divine other, God, is not reachable through an idol: “That is, the idol is measured only
in terms of the aesthesis, the experience of an art work. It is the aesthetic object, facade, frozen,
with no access to transcendence.”® The icon, however, shows us a face, calling us to
responsibility. Thus, “all art is idolatrous for Levinas, unable to achieve the transcendence that is
sometimes ascribed to art. Art is constituted by idols, ethics by icons.” Art, the construct of
language, is bereft of access to the face, and therefore to transcendence.’

® Juliet McMaster, Reading the Body in the Eighteenth-Century Novel (New York: Palgrave, 2004), 3.
McMaster examines how the sciences of physiognomy and pathognymy overlap with the representation
of the body in the eighteenth-century Anglophone novel, noting that in certain works (Fielding, Smollett,
Richardson, Burnley, and others) character interiority and exteriority directly corresponds, such that flesh
becomes a “lucid medium,” and the narrator its interpreter. Ibid., 25-26. However, in Sterne, among
others, the body works as a covering, preventing direct access to the thoughts that gestures, looks, and
glances otherwise lay bare. While Tom Jones’s good nature is always already visible in his face, for
example, negative characters are also marked by their deceptive maneuvering, simulating external bodily
semiotic signals to index false internal emotions. Ibid., 52, 104. The plot of the misread face, McMaster
argues convincingly, as well as the physiognomic science behind it, “gave the reading public a vocabulary
and mode of discussion for aspects of experience and representation which were familiar, but which they
had not hitherto found means to articulate. The newly codified practices of acting enabled novelists to tap
this developing interest of the literate public. Rendering actions and expressions became for them not just
a shorthand for communicating emotion — between narrator and reader, or between one character and
another — but a major subject for debate, a way of showing they were conversant with current discourses,
and had something of their own to add to them.” Ibid., 83-84.

7 John Wisdom elaborates the philosophy of doubt when it comes to the mind of the other: “There must
always be some doubt, practically negligible if you like, but still some doubt as to what is going on in the
mind of another. What lies behind the smiling face, pleasure or pain, or nothing?” See Wisdom, Other
Minds, (Berkeley: U of California P, 1968), 6.

8 Eaglestone, Ethical Criticism, 119.

% Ibid., 124. See also Levinas, Totality and Infinity: An Essay on Exteriority. Trans. Alphonso Lingis
(Pittsburg: Duquesne UP, 2007), 140-171. Eaglestone goes on to contrast Levinas’s later reworking of his
ontological terminology and language in Otherwise than Being, in which, Eaglestone argues, Levinas
makes a “linguistic turn”: “Whereas before he understood the ethical to be made manifest through the
face-to-face relationship, now the ethical appears through language.” Eaglestone, Ethical Criticism, 138-
40. Michael Eskin further writes that Levinas’s ethics is pre-verbal, in that it conditions and precedes our
verbal and dialogic response to the other, who becomes a sign herself, signifying herself; for Levinas,
Eskin argues, “poetry is the textual manifestation, the objectivization of ethics as a fundamentally
semiotic dynamic and, simultaneously, this dynamic itself. See Michael Eskin, Ethics and Dialogue in the
Works of Levinas, Bakhtin, Mandel ’shtam, and Celan (Oxford: Oxford UP, 2000), 8-10.
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As I have aimed to demonstrate, however, the omniscient narratives of Turgenev,
Dostoevsky and Tolstoy attend to the face in the process of reading it. Their narrators cast the
process of penetrating the body to access the mind of the other an ethically fraught maneuver,
and frequently become caught up in the minutiae of reading the grammar of bodily language, of
the gestures playing out on the faces of characters, often flummoxed by their inability to know
truly what is going on inside the mind of the other. The privileged information that they do
successfully represent also still comes invested in its own ethics, figured as the result of a
violation. Tolstoy’s Childhood draws attention to how Nikolai exceeds the boundaries of his
possible field of vision; Turgenev’s hunter-narrator constantly casts his own stories as the
product of eavesdropping, spying, and impossibly felicitous coincidences; Dostoevsky’s
narratives highlight the ethical violation inherent to our reading them, forcing us into the position
of the voyeur from the courtyard, peering at the windows of strangers just as we read their
private correspondence. The narrative voices I have investigated, then, do not just employ an
easy, idolatrous process of penetrative, omniscient representation, but make that process difficult,
ever pointing to the problematic iconography of the face of the other, which must be read before
the mind it belies can be represented.

I take early Russian narrative omniscience to be an ethically invested display, tied up
with an erotic visual focus on the body as a site of meaning construction, anxious about making
permeable the boundaries that it also constructs, worried about exactly how to represent—as well
as the stakes of representing—what “God only knows.”
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