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INTRODUCTION 

The purpose of this thesis is to provide an inter­

pretation of Dostoevskii's Raskol'nikov as a Romantic Hero 

as based on the views of two scholars. 

The theory of Romanticism presented here is derived 

in large part from Morse Peckham's The Triumph of Romanticism. 

Collected Essays. Peckham gives a logical and rational ex­

planation of a very complicated period. However, it should 

be remembered that Peckham's theory is only one interpretation. 

A valuable source in understanding and interpreting Dostoev­

skii's concept of "fantastic realism" has been Donald Fanger's 

Dostoevsky and Romantic Realism. Having made a study of Dos­

toevskii's literary technique in relation to Balzac and 

Dickens, both of whom greatly influenced Dostoevski!, Fanger 

renders a detailed and illuminating analysis of Dostoevskii's 

fantastic perception of the city which creates a unique 

amalgam of realism and Romanticism. 

Chapter I explains the rise of Romanticism from the 

ashes of Classicism. Chapter II outlines the development of 

Romanticism in European literature. The roots of Romanticism 

are discussed in Chapter III. Next, there is a discussion in 

Chapter IV of the Romantic Hero in Russian Literature. 

Chapter V, Dostoevskii and Romantic Realism, as de­

scribed by the critic Donald Fanger, provides a background 

to Dostoevskii's life and helps explain the origin of His 

ideas. 
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INTRODUCTION 

Chapter VI, Crime and Punishment: Meaning and Structure, 

narrows the scope of this inquiry to the novel itself. The 

structure of the novel is seen as a key to the powerful drama­

tic action. 

Chapter VII, The Evolution of Romantic Thought, con­

tains an outline and explanation of Morse Peckham's theory of 

Romanticism. The four stages of Romanticism are discussed 

and then applied, in Chapter VIII, Raskol'nikov as Romantic 

Hero, to Raskol'nikov in grime and Punishment. Examples 

from the novel are presented to support Peckham's theory as 

it applies in this case. 

Chapter IX is an outline of Russian and Soviet 

criticism of Dostoevskii. 

The conclusion indicates what has been deduced from 

the research done on Fanger, Peckham and Dostoevskii. 



CHAPTER I 

CLASSICAL IDEOLOGY AND THE ORIGIN OF ROMANTICISM 

The fundamental assumption of the Age of Enlightenment 

was its isomorphism on the structured identity of mind and 

nature. Man gave himself an elevated position in the universal 

order. 

The Classicist felt himself to be master of 
reality; he agreed to be ruled by others because 
he ruled himself and believed that life can be 
ruled. 

Although the Classicist studied the great literature 

of the Greeks and the Romans, he did not share their thirst 

for knowledge. Although he adopted their forms and structures, 

his mind did not have the same world view. To the Greeks the 
2 

world was organic; to the Classicists it was static. 

Historical events such as the French Revolution furthered 

the destruction of the Classicist construct. The Romanticist 

was to fill the ideological vacuum left by the demise of the 
•5 

Enlightenment. 

The changing views in human thought produced widespread 

repercussionsin the world of art. Romanticism made possible a 

limitless number of forms and ideas for: 

1 Arnold Hauser, "A Flight from Reality", Romanticism: 
Problems of Definition and Evaluation. Boston, D. C. Heath, 1965,p.71. 

2 Owen Barfield, Romanticism Comes of Age. Middletown, 
Connecticut, Wesleyan University Press, 1966, p. 51• 

3 Lilian R, Furst, Romanticism. London, Methuen and Co., 
1969, P. 17. 
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CLASSICAL IDEOLOGY AND THE ORIGIN OF ROMANTICISM 

The breakthrough of the Romantic Movement implied 
a fundamental re-orientation in aesthetics and it , 
inspired a marvelous renewal in creative writing. 

The changing circumstances of history had altered 

attitudes so much so that Romanticism did not, could not, 

put forward exact concepts, but proffer only vague notions. 
5 

The Romanticist'!s search became creative. 

4 Furst, op. cit.« p. 64-65. 

5 John B. Halsted in the introduction to Romanticism: 
Problems of Definition. Explanation, and Evaluation. Boston, 
D. C. Heath, 1965, p. X. 



CHAPTER II 

THE ROMANTIC MOVEMENT IN EUROPE 

Later in the lgth century, England and Germany provided 

rich soil for the growth of Romanticism in Europe. The English 

Romantic Movement evolved out of the Englishman's belief in 

freedom and independence. Wordsworth exalted the power and 

peace of nature; Byron created wandering heroes searching 

for values; Coleridge took his reader into the realm of the 

fantastic. 

The development of German Romanticism was early and 

viable. The reason for this is twofold: Germany's Classicist 

tradition had always been superficial, and her popular litera­

ture had always remained strong and visible. 

... partly because her eighteenth-century 
literature was largely of French importation, 
partly because her rich tradition of German 
folklore was never stamped out by a centralized 
absolutism. Under Lessing's rigorous and 
brilliant attack second-hand and second-rate 
Classicism fell away and the new forms appeared 
as early as the 1770's with Burger's Lenoret 
Goethe• s-jGAtz von Berlichingen. and Schiller's 
Robbers. 

V. A. Zhukovskii (1783-1852) was the father of 

Russian Romanticism in literature. Zhukovskii had learned 

much from Karamzin's treatment of Sentimentalism. By means 

of his translations of Western works, notably of 

Gray's Elegy Written in a Country Churchyard and of 

Burger's Lenore which he retitled Liudmila. Zhukovskii 

1 Jacques Barzun, Romanticism and the Modern Ego, 
Boston, Little, Brown and Company, 1943, p. 135. 
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brought the new sensibility to Russia. As he developed 

into a Romantic writer, Zhukovskii's ballads recreated 

the fantastic world of romanticism. 

In Russia, the renewed interest in man as an 

individual channeled the Romantic Movement in two directions. 

On the one hand, rising nationalism, the experience acquired 

from the French Revolution and its repercussions, and eventually 

the Decembrist revolt were all factors in the appearance 

of civic poetry or "grazhdanskaia poeziia". As often happened 

in Russian literature,,'writers turned to politics. 

Among the civic poets, there was V.A. Ozerov (1769-1816), 

whose "Dmitri Donskoi" portrayed psychological truth within 

the framework of a Classicist structure. There was N.I. 

Gnedich (1784-1833), whose "Peruants k ispantsu" is one of 

the best examples of civic poetry. There were others, too, 

such as RaevskLi, Kiukhel'beker, Bestuzhev, Ryleev, and 

A.I. OdoevskLi. 

Zhukovskii's Romanticism created a whole school of 

writers whose work turned more and more toward mysticism. 

Batiushkov (1787-1853) was one of the early Russian Romantics 

who believed in the pleasures of the mind and heart combined 

with luxury and wordly vanity. Another young romantic devoted 

to individual feelings was Barantynskii (1800-1844), a 

pessimistic and moody man. Indeed, the abortive Decembrist 

coup of 1825 engendered much pessimism among Russia's Romantic 
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poets2. V.F. Odoevskii (1803-1869), famous for his Russian 

Nights. was close to the Decembrists but turned to the 

fantastic after the despair of December 14, 1825. 

Russian Romanticism was evolving more in the 

direction of the mysticism of Tiutchev and the fantastic of 

Gogol'. Men were beginning to realize the possibilities 

madness created for the discovery of what lay hidden in the 

recesses of man's soul. 

Madmen played almost no role in classicist 
literature. One can find several images of .?.. 
madmen, primarily in adventure novels, where 
they appear as, laughable, comic figures. A 
completely different role is assigned to them 
in romantic literature. Madness uncovers the 
essential in the human soul removes the cover 
from the secret motives which are hidden in 
everyday life. Such is the fate of German in 
Pushkin's Pikovaia Dama and of Poprishchin in 
Gogol"s Zapiski Sumasshedshego. However, 
madness also uncovers to man certain depths of 
cognition inaccessible to him in a normal 
state.3 

Pushkin's The Bronze Horseman demonstrates, 

especially in the last part of the poem, the effectiveness 

of madness as a technique to reveal the theme of a work. 

Gogol', of course, was to develop the literary representation 

of madness to the point where he blurred &ven more the never 

very distinct lines between reality and the fantastic. 

2 G.A. Gukovskii, Pushkin i russkie romantiki, 
Moskva, Khu&ozhestvennaia literatura, 1965, p. 20-21. 

3 Dmitrii Chizhevskii, On Romanticism in Slavic 
Literature. The Hague, Mouton and Company, 1957, p. 51. 



THE ROMANTIC MOVEMENT IN EUROPE 6 

Dostoevskii was interested in the social fabric 

of Russia as were the civic poets. However, as a great 

admirer of Gogol', Dostoevskii came to realize the limitless 

possibilities of the fantastic in uncovering the mysteries 

of the human soul and bringing man closer to reality. 

Konstantin Mochulskii claims that Dostoevskii, drawing 

on his extensive knowledge of Romantic works, in particularly 

those of the more realistic ones such as Dickens and Balzac, 

was able to use the fantastic aad the realistic to create 

real yet symbolic characters. 

Russian romanticism in all the intricacies 
of its -diverse aspects is one of the fundamental 
ideas of Dostoevsky's work. From his enthusiastic 
veneration of it, through his unmasking and 
struggle with it he came finally at the level 
of his life to a recognition of its worth. 
But the writer created not abstract schemes, 
but living people - "the bearers of ideas".4 

4 Konstantin Mochulsky, Dostoievsky - His Life and 
Work. Princeton University Press, 1967, p. 18. 



CHAPTER III 

THE ROOTS OF ROMANTICISM 

The essential difference between any other system 

and Romanticism is that the latter assumes the universe to 

be organic and dynamic . Organic means that the universe 

is a living, growing organism. Dynamism implies growth 

toward a positive end, or in other words, progressive develop­

ment. Even human thought took on this organic, progressive 

characteristic which resulted in the abandonment of static 

belief and in the adoption of organic reflection. The rise 

of Romanticism marks the end of thinking in static terms 

and the onslaught of relativity in philosophy: "Only from 

the time of the Revolution and the Romantic movement did 

the nature of man and society begin to appear as essentially 
p 

evolutionistic and dynamic." 

Change was disquieting; it isolated men from tra­

ditional values. Consequently, men attempted to impose 

certain values on the surrounding culture in order to render 

it logical and consistent to his senses. The Romantic 

endeavoured to erect a system of values which would help 

soothe his anxious soul. It has been demonstrated that 

man cannot long exist without some coherent system of beliefs; 

1 Morse Peckham, The Triumph of Romanticism. Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 112. 

2 Arnold Hauser, ov. cit.. p. 69. 
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he must constantly strive to relate to the world about him: 

Pure, unadulterated alienation is an 
extremely difficult position, indeed one 
almost impossible to maintain for very 
long. Some psychological strategy is 
necessary to overcome the inability to act 
which is the manifestation of alienation 
or perhaps is alienation. The Romantic 
solution has always been cultural transcendence, 
the construction of a metaphysics or a way 
of making sense out of the world and the 
derivation of sets of values which have 
an antithetical and dialectical relation 
to the metaphysics and values of the existent 
culture.3 

The disharmony between the existing world and 

that world sought by the Romantics only served to make 

them lonely and isolated men. As a result, the Romantic 

came to rely on his senses as only through them could he 

perceive the world as he thought it should be. 

Relying on his senses, the Romantic became emotional4# 

Awakened by the new sensibility, man was not able to adjust 

to the old order but impelled to seek truth.^ 

In his energetic quest for truth and new forms in 

which to express it, the Romantic artist relied much on 

the imagination, which was given free rein after the downfall 

3 Morse Peckham, The Triumph of Romanticism. Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 243. 

4 Howard Hugo, "Components of Romanticism", in 
Romanticism: Problems of Definition. Explanation, and 
Evaluation. Boston. D.C. Heath. 1965* P> 31. 

5 Jacques Barzun, Romanticism and The Modern Ego. 
Boston, Little, Brown, and Company, 1943, P« 25. 
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of Classicism: "What Blake and the Romantics look 

with is the eye of the imagination, which allows them 

to see beyond surface reality to the immanent ideal."" 

The imagination led men to new ideas, new psychological 

constructs. However, it will be seen that these constructs 

have only temporal application in an organic conception 

of the universe. So, there still remains the problem of 

erecting a construct which is constantly adaptable to an 

organic, dynamic universe. 

6 Lilian R. Furst, op. cit.. p. 37. 



CHAPTER IV 

AN OUTLINE OF THE ROMANTIC HERO IN RUSSIAN LITERATURE 

Modern Russian Literature is said to have begun with 

Pushkin. Pushkin's Evgenii Onegin. written over a number of 

years, contains both Classieal and Romantic elements. Onegin 

is presented as the wandering hero, searching for the meaning 

of life. The theme of the lonely hero appears again in Pushkin's 

work, The Gypsies. Aleko seeks to solve the riddle of life among 

the gypsies. He falls in love but the lesson he learns is that 

this love can be no .substitute for freedom. 

The Romantic Hero takes full form, however, in the 

character of Pechorin in Lermontov's A Hero of Our Time. Dashing 

and handsome, Pechorin finds romance and adventure but not the 

meaning to. life.. His fate -as the. superfluous man is representative of 

a common theme in Russian literature. 

Gogol' continues the idea of the socially outcast hero 

in much of his work, notably in The Greatcoat (Shine1'). The 

theme of the outcast, socially inferior hero, is picked up and 

developed by Dostoevskii in Poor People in the character of 

Devushkin, in Netochka Ivanovna and Notes from the Underground. 

It would seem to some that Crime and Punishment is an 

attempt to resurrect the Romantic Hero. Dostoevskii makes 

another attempt from the other direction in his creation of 

Prince Myshkin. Raskol'nikov is the story of the criminal's 

spiritual and moral resurrection, Myshkin's that of the saint 

against the evil of the world. 
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AN OUTLINE OF THE ROMANTIC HERO IN RUSSIAN LITERATURE 

A Raw Youth presents yet another attempt at the 

creation of a viable hero, and Alesha in The Brothers Karamazov 

still another. 

The Soviet period of Russian Literature has seen its 

share of Romantic Heroes. Gorkii's tramps are the forerunners. 

Leonov's Thief presents a twenties hero; Fed±n in Cities and 

Years strives to carry on this long tradition. Olesha 

in Envy reminds us of Dostoevskii's Notes from the Underground. 

Nikolai Ostrovskii's Pavel Korchagin in How Stee 1 Was Tempered 

is almost a forced attempt at a Romantic Hero, in the new 

Soviet, Industrialized Age. Pasternak's Doctor Zhivago (1956) 

was a major literary event in its depiction of the hero. 

The Romantic Hero has been a common theme in Russian 

Literature, and Dostoevskii's Raskol'nikov is an important 

contribution for it was the first major example of a successful 

resurrection of the superfluousR omantic hero. 



CHAPTER V 

DOSTOEVSKII AND ROMANTIC REALISM 

The works of F. M. Dostoevskii (1821-1881) are 

replete with conflict and strife. Many have interpreted 

his work, and there have been as many interpretations as 

critics. 

Dostoevskii's life spans the Golden Age of Russian 

literature. European Romanticism was in full bloom when, as 

an idealistic youth of sixteen years, Dostoevskii wept on 

hearing the news of Pushkin's death. Except for the warm 

friendship of his older brother, the young Dostoevskii lived 

a lonely existence. As a diversion from his solitude, Dos­

toevskii steeped himself in the European Romantic tradition. 

Dostoevskii a absorbe tous les romantiques 
anglais, francais, et allemands, ce dernier par 
la voie d'Hoffman et de Novalis, il a puise, dans -, 
chacun ce qui convenait le mieux a sa sensibilite. 

Feverishly reading French and German literature, the young 

Fedor nurtured boyhood dreams which spring to life out of 

the pages of his novels and short stories. Dostoevskii 

was particularly struck by what the world is like and what 

he dreamed it could be like. His extensive readings intro­

duced him to many fantastic creations. 

From his knowledge of St. Petersburg, Dostoevskii 

drew the inspiration to feed the fire of his imagination. 

It was his city for he knew like his own soul the shabby 

1 Nina Gourlinkel, Dostoevskii - Notre Contemporaini 
Paris, Calmann Levy, 1961, p. 24. 
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backstreets, the muddy alleys,Haymarket Square; he 

breathed the special atmosphere which is common to all 

great cities yet unique to each. Teeming with countless 

individuals, each with a story to tell, the city was a gold 

mine for Dostoevskii's literary career. The sordid, ordinary 

lives of common people contained for Dostoevskii a greater 

plethora of plots and intrigues than even the most fertile 
p 

imagination could provide . No matter how far, however, 

Dostoevskii ventured into the realm of the grotesque and the 

fantastic, the city as a concrete entity anchored his characters 

to reality. Although the city is depicted in realistic detail, 

Dostoevskii's creations are so widely incredible as to make 

the city, in spite of its realistic portrait, a theatre for 

the fantastic. 

Petersburg is established as the most 
real of real places in order that we may wonder 
at what strange things happen in it: it is, in 
fact, the condition of our perceiving the full 
force of the strangeness, the lever that forces 
the suspensions of our disbelief. But onee our 
wonder has been stimulated, the city itself becomes 
its object, and all that seemed most real a moment 
before may at any time begin to appear the sheerest 
fantasy. The dialectic process is the BostoevskiaaT 
hallmark:^he himself called his method "fantastic 
realism". ' 

Dostoevskii's manipulation of city imagery and 

characters as a base for his fantastic stories shocked and 

2 Konstantin Mochulsky, Dostoevsky - His Life and 
Work. Princeton University Press, 1967, p. 24. 

3 Donald Fanger, Dostoevsky and Romantic Realism, 
Cambridge, Massachusetts, Harvard University Press, 1969, 
P. 134. 
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alienated the Russian liberals who had such high hopes 

for the young author. The Russian Revolutionaries of the 

1860's believed in man's innate goodness;' tjiey heLd that 

man should construct a socialist society. 

The critic BelinskLi and the critic and publisher, writer, 

Nekrasov, were both deeply disappointed when Dostoevskii 

turned to the fantastic and the grotesque. 

Before his exile to Siberia, Dostoevskii had accepted 

the ideas of Rousseau and his followers, who claimed that man 

is innately good, and that civilization tends to corrupt his 

essentially moral nature. However, Dostoevskii, a 

sensitive soul, was puzzled by the enigmatic character of 

man. 

In all of German "Naturphilosophie", in 
Goethe's cosmic poetry, in Schiller's "noble and 
beautiful", and in the social novels of Balzac, 
Dostoevsky was searching for a single thing; man 
and his secret. The duality in human nature 
struck him early.^ 

The disabused young writer came to consider man 

a complex dichotomy, neither entirely good nor evil but with 

the capacity for either. Exile in Siberia had undermined 

and finally shattered Dostoevskii's shaky faith in Utopian 

socialism. All his life Dostoevskii was troubled by the 

question of God's relationship to man. Expressing serious 

doubts about God's existence, Dostoevskii attempted, 

by means of the imagination, to view himself 

if. Konstantin Mochulsky, op. cit.. p. 17. 
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as a man from the outside. In other words, he came to 

the realization that man is physically anchored in time 

but by means of his imagination he can conjure up the reality 

of other eras past and future. Through the projection of 

his own innate values, man imagines what should be. 

Since the world is far from resembling the fertile 

imagination of the Romantic, no small amount of anguish 

is felt when the Romantic realizes that his dreams and the 

human condition are separated by a great chasm. The 

realization of this contrast instills man with a certain 

awareness or consciousness. 

We are hitting upon the enigma of consciousness. 
A man becomes a man if he possesses consciousness. 
Without consciousness man is an animal. But 
consciousness arises only out of conflict with 
reality, from a break with the world. Consciousness , 
must pass through isolation and solitude; it is pain.-

Each individual breeds consciousness within himself. 

Everybody, including the characters in Dostoevskii's books, 

suffer in the same manner. 

But on the other hand - solitary consciousness 
does not exist; it is always joined with all mankind, 
it is organically unified. In this tormenting 
contradiction is the tragedy of personality. The 
"acutely developed personality" thrusts itself back 
from the world, desperately upholds its self-
legitimacy and at the same time is attracted to 
people, understands its dependence upon them. All 
the relations between personality and the world 
in Dostoevski are permeated by a fatal dichotomy. 

5 Konstantin Mochulsky, op. cit.. p. 245. 
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His heroes always love while hating, and 
hate while loving; his romantics are cynical, 
while his cynics are full of exaltation. The 
author suggests the idea of duality to the reader 
in the stylistic devices of the first part of 
The Notes. This is not logical argumentation, 
addressed toward reason but a direct hypnotic 
suggestion by voice and intonations.° 

Notes from the Underground, the nadir of Dostoevskii's 

spiritual despair, is a good illustration of the Objectist 

Stage in his development within the framework of 

nineteenth-century European literature. 

The appearance of Notes from the Underground 
marks the birth of the self-conscious anti-hero 
in Russian literature. In the figure of the 
Underground Man, alienated consciousness becomes 
aware of its alienation and adopts a consciously 
belligerent posture.7 

Dostoevskii's ten years in exile, including four 

years in prison, showed him the contrast between 

the prison world with all its mental and physical suffering, 

hunger, loneliness, and death; and what human life should be. 

Consequently, the consciousness is alienated from what 

it perceives; man is ashamed to be man. His impotence 

to change the world and his existence in it only tends to 

increase his alienation. The individual finds himself in 

a quandary; nevertheless, he rebels against his condition, 

for rebellion signifies the will to lives 

6 Mochulsky, op. cit.. p. 246. 

7 Robert Louis Jackson, Dostoevsky's Underground 
Man in Russian Literature. Leiden, Mouton and Company, 1958, 
P. 14. 
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The conception of all of reality as an 
"underground" - as a person of reason 
and logic - lies at the basis of Notes from 
the Underground. The individual is sentenced 
to oblivion by the very laws of nature. The 
Underground Man is a symbol both of this human o 
alienation and of desperate rebellion against it. 

In Russia, the Romantic Movement of the 1840's 

had come to a dead end by the 1860's: 

From Aleko ^Pushkin's Gypsies^ to the 
Underground Man from that historical Russian 
sufferer "divorced from the people" to the 
"underground" sufferer and dreamer in Notes 
from the Underground runs a straight line -
but it is a line which leads the romantic 
individualistic and "superfluous" hero into 
the "underground."9 

By the l860's Rousseauism was dead and buried in Russia. 

The vast majority of Russian intellectuals no longer presumed 

that man is innately good: "The Age of Optimism, of faith 

in a morality established by science and reason has now 

long passed away." 

As the Age of Optimism withered and men began to 

grasp the weakness of believing only in reason, Dostoevskii 

came to the realization that any order is unstable and all 

is transitory. With the exception of Gogol1, Dostoevskii 

was the first major Russian writer who discovered the dynamic 

organicism of the universe: 

8 Robert Louis Jackson, op. cit.. p. 30. 

9 ' Ibid.. p. 26. 

10. Edward Hallett Carr, Dostoevsky 1821-1881 -
A New Biography. London, George Allen and Unwin Ltd., 
1949, p. 120. 
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The 19th century found Dostoevski's world 
fantastic! While Turgenev, Goncharov, and Lev 
Tolstoy painted grand epics of the impregnable 
order of the Russian "cosmos", Dostoevsky cried 
out that this cosmos was unstable, that beneath 
it chaos was already beginning to stir. In the 
midst of general prosperity, he alone spoke of 
the cultural crisis and of the unimagined 
catastrophes that awaited the world.11 

The Stylist Stage in the evolution of Romantic 

thought is essentially the idea that value is created by 

the perception and the creation of the self. It is highly 

improbable, however, that Dostoevskii was ever completely 

aware of the full import of Stylism. But he did 

attempt to create characters - Myshkin, Alesha 

Karamazov, and Raskol'nikov - who are strikingly self-

sufficient within themselves. 

Dostoevskii lapsed into his old Transcendentalism 

of the 1840's. The new construct which rescued Dostoevskii 

was no longer Utopian socialism but a qualified version 

of Slavophilism with a hint of Westernism. The more 

Dostoevskii retreated behind the Russian Christ, Tsarism 

and Russian nationalism, the more reactionary his writings 

became. What Morse Peckham says of the English Romantic, 

William Wordsworth, could also be used to describe the 

later Dostoevskii. Read Orthodoxy for Victorian and 

Slavophilism for Toryism: 

Let me add that he [_WordsworthJ also, 
unfortunately I think, retained within his 
new attitudes a nostalgia for permanence, an 

11 Mochulsky, on. cit.. p. xvii. 
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ideal of eternal perfection. Thus early do we 
have the compromise called Victorian. And this 
inconsistency was to prove his eventual undoing, 
to cause his loss of creative powers, comparatively 
speaking, and to effect his return to a kind of 
revised Toryism, to a concept of an organic society, 
without dynamic power.-'-2 

Before his ideas ossified to the point where it 

may have affected his literary output, Dostoevskii composed 

original works, the influence of which is still felt today. 

An attempt will be made to demonstrate that Crime and 

Punishment portrays the Romantic hero who attains the 

Stylist Stage. 

12 Morse Peckham, The Triumph of Romanticism. Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 18-19. 



CHAPTER VI 

CRIME AND PUNISHMENT: MEANING AND STRUCTURE 

Dostoevskii's Crime and Punishment, his first major 

novel, established his reputation. Appearing in the mid-

1860' s, it first expressed the new direction of Dostoevskii's 

thought after the dark despair of Notes from the Underground . 

In Dostoevskii's literary and personal development, Notes 

from the Underground sets the stage for Crime and Punishment. 

Man had experienced the lowest existence in Notes, now he 

aimed for the highest form of meaning in life: 

Psychologically and ideologically, Notes 
from the Underground prepares Crime and Pun­
ishment — the most finished embodiment of 
Dostoevsky's myth of Petersburg. 

Dostoevskii's artistic power and creative imagination 

are both original and disturbing. In Crime and Punishment 

he smashes through, our rickety constructs and brings his 

reader face to face with spiritual realities: 

Perhaps no writer in:all world literature 
has ever possessed such an extraordinary vision of 
the world and such a forceful gift to embody this 
into art as did Dostoevsky. The destinies of his 
incredible heroes are unimaginable; the circum­
stances of their lives are exceptionable; their 
passion and thoughts mysterious — with Crime and 
Punishment we have a distinct reality. 

NewTealities. This is what great writers give us. 

The ideal of perfection never ceased to fascinate Dostoevskii; 

1 V. Kirpotin, Tvorchestvo F. M. Dostoevskogo. 
Moskva; Izdatel'stvo Akademii Nauk, SSSR, 1959, p. 129. 

2 Fanger, op. cit.. p. 183. 

3 Mochulsky, op. cit.. p. 289. 
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he wanted to bring heaven down to earth: 

KoHe^Ho, He TOJIBKO jiorw3HpoBaHHwii 
aTeH3M UieCTMJ,eC«TMK0B, HO M 3TOT roptf *JHJI , 
ryMaHH<jecKKfi aTen3M 4 0 - rojiOB OHJI Myam, 
B KOHUe KOHUOB, JlOCTOeBGKOMy. OAHaKO, 
0TKa3biBajicb CopoTbca c CoroM Ha noiBe co 
ryMaHH3Ma BMecTe co CBOHMH repoflMH -
0TKa3aTbCH .no KOHua OT aToro ryMaHH3Ma MX -
JlocToeBCKHii He Mor. yTonH^ecKMM M^eaji 
"3eMHoropaH", KOTopbiM TOJiKaeT Ha ny*rb 
OTpHUaHMH, "CBOeBOJIHfl" H KwpKJIOBa M 
KapaMa3 0Ba - 3TOT wjjeaji HaBcer.na coxpaHmi 
BJiacTb Haa co3HaHneM caMoro HocToeBCKoro.^ 

Never abandon ing t h e i d e a l s of h i s y o u t h , 

D o s t o e v s k i i c o n s t a n t l y s t r o v e t o e x p r e s s them i n more 

nove l w a y s : 

JlOCTOeBCKHil ,H0 KOHIja He M3MeHMJI CBOMX 
WHomecKMx BepoBaHUH. OHM, KaK 3acTapejibie 
HaBbiKM MLICJIH, npoKpajiHCb "B no3AHeHiuyK) ero 
H^eoJiorwio, r^e y#ce MHoroe, ojmaKO, 
npoTHBope^MJio MM".5 

Although he drew from the heritage of Russian 

and Western Romantics, his work is distinct. Like other 

Romantics, Dostoevskii resorted to his creative imagination 

to produce original visions. 

The crux of the Romantic revolution in the 
evaluation of imagination lies in the distinction 
between its memorative and its creative capacities. 

4 Iu. Tynianov, "Dostoevskii i Gogol': K teorii 
parodii", in 0 Dostoevskom - Stat'i. Brown University 
Slavic Reprint, Providence, Rhode Island, Brown University 
Press, 1966, p. 144. 

5 Ibid., p. 148. 

http://HaBcer.na
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Whereas the former leads to a reproductive 
representative type of art, the latter's 
conducive to an original illumination of the 
light of the inner image, a new version of , 
the world based on a highly individual perception." 

The creative imagination is best conveyed 

dramatically because dramatic art allows development 

of character and idea evolving from itself. Epic form 

is wholly the creation of the author; it is possible 

to shuffle the order of events at will. On the other hand, 

dramatic art must advance with every word and idea 

evolving from that which precedes. According to the Soviet 

critic, M.M. Bakhtin, the dramatic novel may be compared 

to a play in that both literary genres portray the 

development of characters as they interact with one 

another?. 

The dramatic and organic structure of the novel 

Grime and Punishment creates the necessary conditions for 

the free development of the theme of the novel, which is 

the rebirth of man. Only when the structure allows ideas 

to evolve, can the theme of man's spiritual and moral 

resurrection be gradually developed, powerfully constructed, 

and perfectly woven into the fabric of the novel. 

6 Lilian R« Furst, Romanticism in PerspectiveT 
London: MacMillan and Co., 1969, p. 130. 

7 M.M. Bakhtin, Problemy tvorchestva Dostoevskogo. 
Leningrad: Izdatel'stvo Priboi, 1929, p. 27. 



CHAPTER VII 

THE EVOLUTION OF ROMANTIC THOUGHT 

Morse Peckham has proposed that Romantic ideology 

evolved in four stages. This chapter is based on Peckham's 

understanding of the evolution of Romanticism. The four 

stages are called Analogism, Transcendentalism, Objectism, 

and Stylism and they appear here in the same order as they 

do in Peckham. Although some scholars reserve the appellation 

Aestheticism for the last stage, Peckham prefers the term 

Stylism for reasons which will become apparent later in the 

thesis. 

It may be stated that the men of the Romantic 

Movement were deeply troubled. They at first sensed, then 

gradually came to realize, that they were only succeeding 

in replacing one construct with another; that any system 

they erected had its psychological and temporal limitations 

in an organic, dynamic world: "... there was a conviction 

at first but faint though deeply disturbing, that any world 

view told the mind nothing about the world, but merely told 

it something about the mind." 

1. The First Stage: Analogism 

The Romantic felt deep mental anguish when faced 

with the stark realization that as the subject or sense-

possessing human mind, he was not one with the object as 

1 Morse Peckham, The.Triumph,of Romanticism: Collecte* 
Eseavs. Columbia, South Carolina, university or South Carolina 
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manifested by the surrounding physical world. The 

Romantic was forced to find value in either himself or 

nature. Since loneliness and alienation had undermined 

his belief in the value of the self, the Romantic turned 

to nature as a source of value. He concluded that nature 

must possess its own intrinsic worth, quite apart from 

man's existence. However, the Romantic reasoned, if the 

mind is able to recognize nature's value and order, then 

it follows that the mind and nature must be analogous: 

"... the structure and the value of subject and object 

are conceived of as analogous, not identical."2 Nature 

was seen by the Romantics as imparting structure and value 

to their vision of the world3. 

One may ask, then, what is the difference between 

Classicism as a construct and Analogism, if Classicism is 

defined as that ideology that erects nature into some sort 

of divine order replete with value. The difference is that 

Classicism maintained that man and nature were identical, 

part and parcel of the same whole; man's place in nature 

was preordained because he was already a part of it. Analogism, 

on the other hand, proposed that man and nature are analogous 

but not identical. The Analogist recognizes the fact that 

2 Morse Peckham, The Triumph of Romanticism. Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press7 1970, p. 162. 

3 Ibid., p. 41. 



THE EVOLUTION OF ROMANTIC THOUGHT 25 

man's mind is the subject and nature the object and that 

the two are distinct entities. 

To perceive nature's value, man had only to 

contemplate it. But what then? Analogism provided no plan 

of action but only a passive philosophy: "For Analogism 

had real difficulties. One was that nothing could be done 

with such an experience, ... It was pure contentless 

experience."^ 

Analogism failed to solve the real problem; to 

discover man's value. It raised nature to the divinej man 

only accompanied the new construct as observer. When the 

Romantics realized they were only spectators, they sought 

something better: 

Instead of leading to successful role-
playing, Romantic nature worship was designed 
to lead away from any role-playing at all... 
And in fact it was not,strictly speaking, nature 
worship; rather, it was the use of the natural, 
world - free from human social enterprise -
as a screen against which to protect that sense 
of value which is also the sense of self.5 

2. The Second Stage: Transcendentalism 

Having realized the futility of Analogism, the 

Romantic sought meaning to existence elsewhere. He came 

4 Morse Peckham, The Triumph of Romanticism: Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 47. 

5 Ibid., p. 47. 
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to attribute Value to himself and therefore deprive 

the object of value. Seeing the object as a chaotic 

entity, the Romantic proposed that his own mind, the subject, 

is the source of value in the world. Each man came to 

consider himself an island of value in a vast sea of 

objects, comprised of both other individuals and 

the myriad manifestations of nature. According to 

Morse Peckham, this is Transcendentalism, the next stage 

of Romantic thought; the subject has value, the object 

is devoid of value. Man as the subject, yearns to transmit 

his value to the world; he must imprint his ideas, ideology, 

and morals on others and on nature. However, such a 

philosophy may produce unfortunate results when men are 

coerced to live by ideas not of their choosing: 

To Analogism succeeded Transcendentalism. 
This deprived the world wholly of value, turned 
it once again into a meaningless chaos,but, 
preserved the self and gave the self's drive 
for meaning, order, value, and identity a divine 
authority. This is the heroic, world-redemptive 
stage of Romanticism. It has survived in numerous 
forms; German Fascism was one; Marxist Communism 
is another... The Transcendental hero was to redeem 
the self in the act of redeeming the world.o 

The redemptive nature of Transcendentalism is essentially 

teleological: "The artist and thinker can present models of 

world redemption but that redemption can actually take place 

6 Morse Peckham. The Triumph of Romanticism. Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 67. 
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only in the future."? Man's drive to instill value 

in a chaotic world, the principal tenet of Transcendentalism, 

is based on the assumption that today's means will be 

justified by tomorrow's ends. But for the Transcendentalists 

and their victims, tomorrow never comes. In concentrating 

on the future, Transcendentalism failed in the nineteenth 

century and will ultimately fail at any other time because 

it is not oriented toward the present. 

3. The Third Stage: Objectism 

Some Romantics, notably William Wordsworth,° realized 

the weakness of Transcendentalism. Hence, they once more 

turned their attention to the task of reconciling subject 

and object. 

According to Kantian philosophy, there exist the 

noumena or objects reached by intellectual activity and 

phenomena, or objects perceived by the senses. The Objectist 

could no longer put faith in phenomena for they led man to 

either inactivity (Analogism) or to tyranny (Transcendentalism). 

The Objectist accepts that both subject and object exist 

7 Morse Peckham, The Triumph of Romanticism. Collected 
Essaysf Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 167. 

8 William Wordsworth, "Poems Dedicated to National 
Independence and Liberty", in Wordsworth: Poetical Works, 
London, Oxford University Press,: 1969, p. 241. 
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and that neither can be dissolved into the other. 

For the object was as real as the subject; 
the categories of neither could exhaust the 
attributes of the other. Romantic reality thus 
became the tension, forever unresolvable between 
the subject and the object. Hegel called the 
tension the Idea and in this mode of thinking 
reality is the Idea.9 

Faced with the truism that both subject and object 

are real and permanent noumena, some Romantics accepted the 

tension Hegel speaks of, that is the tension that exists 

between subject and object. However, the passive acceptance 

of the irreconcilibility of subject and object results in 

the Object's enduring a great deal of metaphysical 

punishment. Objectism "offers nothing but passive suffering; 

naked subject nakedly exposed to the naked object."10 For 

the Objectist there was only one way to end a life of 

contradictions; and that was to commit suicide in order to 

destroy the absurdity of lifell. 

By virtue of his philosophy, the Transcendentalist 

was always in a position to draw upon some divine order or 

right to justify his actions and annihilate any thing or any 

person that stood in his path. The Objectist foresaw the 

sterility of Transcendentalism and took action to eliminate it: 

9 Morse Peckham. The Triumph of Romanticism. Collected 
Essays.. Columbia, South Carolina, University of South Caroina 
Wess, 1970, p. 162. 

10 Ibid., p. 51. 

11 Ibid., p. 51. 
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"The solution ... lay in withdrawing any supra-individual 

authority from the ground of value."12 However, the lack 

of supra-individual authority places the Objectist in a 

quandary. He has denied the value of both subject 

(Transcendentalism) and object (Analogism) and therefore 

he has no source of value to support his morality. There 

can be no distinction between right and wrong if there is 

no morality. At this point, the Romantic Movement reaches 

an impasse in the form of what Peckham calls Negative 

Romanticism: "... the 'Negative Romantic* was left without 

any metaphysic and without any theoretical basis for morality. 

In his isolated state he was thrown back upon himself."13 

Objectism clearly illuminates the problem inherent 

in man's search for value but it can offer no bearable 

solution. It renders man painfully aware of his alienation 

but does nothing to eradicate it. 

4. The Fourth Stage: Stylism 

Gradually the Romantic came to the conclusion that 

the self is the only source of value, that order and value 

are brought into being by the perception of the self when 

it creates value. Value is not found but made: 

12 Morse Peckham, The Triumph of Romanticism. Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 51. 

13 Ibid., p. 185. 
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Value enters the world through the self, 
which is not supported by any perceptible social 
or cosmic order, and the self projects upon 
the world an order which serves to symbolize 
that self-generated value. To be sure, for 
a time, and for some, the self was seen as the 
portal of the divine, a mythological symbolization 
of the sense of value. This was the transcendental 
stage of Romanticism; but side by side, and eventually 
superceding it, was a nonmetaphysical realization 
that the only conceivable source of value was 
the necessity for the individual self to 
create it in order to maintain itself. In short, 
the self does not emerge through the perception 
of order, and value in the world, rather, order 
and value emerge from the percepiion of the self. 
Nature is not the source of value, but the occasion 
for it.12* 

The Romantic tenet that the self is the prime mover, 

or the inception of value, precludes the concept of an 

ordered world. Therefore, Romanticism is by definition 

antimetaphysical if metaphysical is understood as signifying 

that beyond the corporealI "From this fundamental percept 

of tfae self as the source of order flows Romanticism's 

essentially antimetaphysical character."15 

The Analogist and the Transcendentalist both 

believed that value could be discovered. The Objectist 

denied the reconcilibility of subject and object but 

admitted that both existed as noumena. The Stylist turned 

the whole construct upside down. The self was now 

considered to create value and order in perceiving 

itself. If value and order are 

14 Morse Peckham, The Triumph of Romanticism, Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 32. 

15 Ibid., p. 33. 
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created and not discovered, and subject and object acquire 

value when the self as subject perceives itself as object, 

then subject and object are not two irreconciliable entities, 

because they are both nothing prior to the perception of the 

selfs 

Nietzsche realized that this is neither 
a world which once held value nor a world which 
holds value now or a world which ever will hold 
it. It is without value, without order, without 
meaning. The world is nothing. Value and identity 
are the ultimate illusions. We emerge from 
nothingness and encounter the nothingness of the 
world, and in so doing we create being.16 

Then it follows that man's possibilities for development 

of value are as varied as they are limitless. The value 

created by the perception of the self emerged as a style 

unique to each work of art and to each human being. However, 

one task remained and always would remain; to recreate 

incessantly a style harmonious with a dynamic, organic 

universe. 

5. The Cave and the Tower or The Creation of Style 

The self perceives a chaotic world. To shelter 

his psyche from the hell of chaos, the Stylist creates, 

through the perception of the self, his own unique lifestyle, 

an organized manner of life. Once this style is created, 

the self can view the world without psychic damage for it 

16 Morse Peckham, The Triumph of Romanticismt Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 



THE EVOLUTION OF ROMANTIC THOUGHT 32 

could not be lost in nothingness. Thus, the Romantic 

acquired identity, whether as a poet, a warrior, or ladies' 

man, while at the same time he was able to face reality, 

however-it might be* 

The capacity of the self to create a 
world of order, meaning, and value, that is 
beauty, is symbolized by the style, the consistency 
of aesthetic surface. Everything that the self 
experiences, however, is meaningless, chaotic, 
and without order ... In the stylistic stage of 
nineteenth-century culture, the self functions 
both as gratifying cave and as observatory tower. 
The highly structured style, with its maximum 
opportunities for ready orientation and formal 
and sensuous gratification, offers a position or 
a stance from which one may safely observe and 
experience the chaos and ugliness of reality-
whether that reality is within the personality 
or outside of it or lies in the relation between 
the personal and the non-personal.17 

Man is obliged to create and develop his own personality, 

Once he possesses identity, he can face what his self 

perceives in reality. This was the birth of Stylism and 

the final but not finite stage of European Romanticisml8. 

Two of the more prominent examples of stylistic 

behaviour are the Virtuoso and the Dandy. The Virtuoso 

seeks perfection in an activity which seems pointless to 

the vast herd of humanity. The Dandy creates his perfect 

style in activity scorned by society as being without social 

17 Morse Peckham. Beyond the Tragic Vision: The Quest 
for Identity in the Nineteenth Century. New York. George 
Braziller, 1962, p. 314. 

18 Ibid., p. 163. 
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function. Both types, however, ensure their survival 

by the creation of unique styles1^. 

It is quite disquieting to realize that each 

individual is solely responsible for creating his own 

identity. However, it is also quite intoxicating psychically 

to discover that one is completely free to develop and grow 

in the direction one chooses, unhindered by any prior 

conditions on one's activity. Man's quest for value and 

identity eventually leads him back to himself: 

In each category of situation, then, 
each individual creates for himself a special 
set of rules or a special pattern of behaviour 
which is unique to himself... Further, it was 
at once a universal human characteristic, not 
only possible to everyone but even required of 
everyone and one that required no authority for 
its existence other than the necessities of the 
human condition. It could do without authority 
derived from metaphysics, or religion, or history, 
or science.20 

The new order created was entirely man-made for man's own 

ends. It would enable man to build and develop man and 

that which he creates^l. 

Man has a constant need of nevelty in form and 

content in order to recreate his style in an organic, 

19 Morse Peckham, The Triumph of Romanticism. Collected 
Essays. Columbia. South Carolina, University of South Carolina 
Press, 1970, p. 43-44. 

20 Ibid., p. 53. 

21 Morse Peckham, Beyond the Tragic Vision: The 
Quest for Identity in the Nineteenth Century. New YorkT 
George Braziller, 1962, p. 309. 
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dynamic world. The self's incessant search for ever 

newer sources of style can never exhaust man's possibilities. 

Man obtains the greatest sense of accomplishment in 

continually recreating his world and thus himself: 

" ...the profoundest satisfaction of the human identity 

is to create the world, for in creating the world the 

identity itself is self-created."22 

6. The New Sisyphus 

The four stages of the evolution of Romantic 

thought represent a carefully erected system. In keeping 

with the Romantic tradition of dynamic organism, this 

system is imperfect in that there is no finality but always 

the possibility for change and growth23# Romanticism: 

"Instead of striving to create a new constitutive metaphysic, 

or regnant cognitive model, the Romantic created a metaphysic 

the heart of which was an explanation for the necessity for 

me taphysic s•"24 

The Stylist realizes that any system must fail 

for it is not able to adapt and change according to a 

22 Morse Peckham, Beyond the Tragic Vision: The 
Quest for Identity in the Nineteenth Centuryr New York, George 
Braziller, 1962, p. 340. 

23 — — — — — , The Triumph of Romanticism: Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 119. 

24 Ibid., p. 162. 
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dynamic universe• He must be courageous in his struggle 

for survival because he knows that all of his constructs 

are doomed to failuare25. The Romantic faces a Sisyphean 

task; because the world never stops evolving, he must 

always struggle to adapt; 

Hence the single task of the nineteenth-
century hero - to hurl at Western civilization 
as powerfully as he could, over and over again, 
the terrible indictment, "YQU have failed. And 
you always will fail. And yet from that failure, 
from the very fact of that necessity and eternal 
failure, can, if you realize it arise your one 
hope of suecess."26 

Rather than being unrealistic, the Romantic faces the 

problem of man's existence point blank. He must produce 

something out of nothing, create order out of chaos, and 

herein lies his success. 

25 Morse Peckham, The Triumph of Romanticism: Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 35. 

26 Ibid., p. 103. 



CHAPTER VIII 

RASKOL'NIKOV AS ROMANTIC HERO 

The artistic structure of Crime and Punishment gives 

free rein to the possibility of dynamic development. Dynamism 

allows the possible development of the Romantic hero. 

To treat Raskol'nikov as a Romantic hero, the four 

stages of Romanticism will be traced in strict relation to 

Raskol'nikov as demonstrated by his actions and 

Dostoevskii's descriptions of him. 

1, Analogism 

The Analogist claims that the object as manifested 

by nature has value. To acquire value, man as the object 

identifies with the subject. Platonic love has always been 

an analogistic medium. Since one's lover, as an object, has 

value, then being "in love" will transmit love to tho loved 

one. Since the self craves value, love provides a means of 

extracting value from the object or, as in this case, the lover. 

Howard Hugo illustrates: 

... The Romantics suggested as had Dante that 
love was a route by which the time-bound individual 
might learn a vision of ultimate truth, a glimpse 
of that world which stands behind and above our 
meager existences. Hence, love was a state of 
being that was eagerly to be coveted, not for pur­
poses of physical satisfaction but rather because 
the attraction of one soul for another was a 
guarantee that the entire universe was permeated 
with similar energy and spirit. 

IHoward Hugo, "Components of Romanticism", in 
Romanticism: Problems of Definition, Explanation, and 
Evaluation. Boston. D. C. Heatht 19b5, p. 32. 



RASKOL'NIKOV AS ROMANTIC HERO 37 

The theme of woman as a spiritual saviour is an 

old tradition in European literature. Essentially, 

Romantics have perceived woman in two ways - either 

as the femme-ange. the positive, constructive force in 

men's lives or as the femme fatale. the evil force. 

Dostoevskii described both types - Nastasia Fillipovna 

in The Idiot and Grushenka in The Brothers Karamazov are 

femmes fatales whereas Sonia is a femme-ange. 

En fait de conception du r61e de la 
femme aimee deux tendances principales s'opposent. 
L'une renouvelant la conception des Beatrice et 
Laure voit dans la femme aimee un ange descendu 
des cieux afin de purifier le coeur de l'aimant, 
d'ennoblir son ame et de la fortifier? soit 
pour lui faire mieux sentir et apprecier la 
nature, soit pour le rapprocher de Dieu soit 
pour l'encourager dans sa tache morale, politique 
patriotique. La femme-ange est un type nettement 
romantique, on le rencontre surtout en France, 
en Pologne, en Allemagne.2 

In Romantic literature, then, woman is not a passive 

object but a divine source: 

D'une maniSre generale, la femme tient 
dans la litterature romantique une place que 
celle des siScles precedents ne lui avait pas 
aceordee en dehors des sentiments d'amour qu'elle 
inspirait. La divinite ou la nature ont donne 
a la femme un r8le decisif dans la formation 
et la destinee de l'homme, souvent passif 
entre ses mains.3 

In the same manner, Razumikhin in'the novel 

2 Paul von Tieghem, L'Ere Romantique - Le 
Romanticisme dans la litterature europeenneT Paris, 
Editions Albin Michel, 1969, p. 240. 

3 Ihid.. p. 242. 
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Crime and Punishment,. sees Sonia 

Marmeladova as h is key to sa lva t ion; 

- TaK? Bbi roBopMTe, T&K? Hy Tan 
nocjie 3Toro Bbi . . . Bbi . . . - 3aKpM^aji 
OH B B O C T O p r e , - Bbi HCTOIHHK JlOdpOTbl, 

MHCTOTH, pa3yMa H ... coBepmeHCTBa!^ 

Raskol'nikov imagines Sonia as emanating value; for him, 

she is the source of "goodness, cleanliness, rationality 

and perfection!" Raskol'nikov's love for Sonia is 

Platonic; such love is dear to the Romantic heart 

because it exalts an idea in the form of flesh.. The 

Romantic is always striving for perfection. Sonia, 

as a beautiful young woman in both body and soul, 

represents this idea: 

COHH dbijia Majioro pocTa, jieT 
BOceMHa,nuaTH, xy.neHbKa.H, HO AOBOJIBHO 

xopomeHbKaa dJioHjiHHKa, c 3aMe^aTejibHHMH 
roJiydbiMH rJia3aMH.5 

It is significant that Raskol'nikov finally 

accepts Sonia's proffer of love only in nature's midst, 

for the Analogist considers nature, like love, to be 

a source of value; "B ocTpore, Ha depery HpTbima, 

PacKOJibHMKOBy HaKOHeij oTKpbiBaeTca M KpacoTa Ĥ eajia 
g 

COHM, M CHJia ee de3rpaHHMH0H JiiodBM. 

4 F.M. Dostoevskii, Prestuplenie i nakazanie. 
Moskva, Izdatel'stvo "Khudozhestvennaia literatura", 1968, p. 228. 

5 Ibid., p. 212. 

6 V.I. Etov, Dostoevskiii Ocherk tvorchestva. Moskva, 
1968, p. 185. 
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In the novel Crime and Punishment nature is depicted 

as a living force. In fact, in one passage the elements 

seem to be in conjunction with Svidrigailov's state of 

mind. The representation of nature as a living force 

coincides with the Analogist's belief in the innate value 

of the world. 

CBMApuraHJioB 3anjiaTHJi 3a JioacKy, BCtaji H 
Bbimeji M3 caj ia . Ebijio sacoB OKOJIO jiecsnw.. Cans. 
OH He BbinHJI BO BCe 3T0 BpeMtf HH OJIHOM KanJIM 
BHHa H Bcero TOJibKO cnpocHJi cede B B0K3ajie Maw, 
,aa H TO dojibine AJIH nopnj,Ka. Meamy TCM Be^ep 
duji AymHbiM M Mpa^Hbiii. K jiecHTM ^acaM 
Ha^BMHyjiMCb co Bcex CTOPOH CTpamHbie Ty*«i; 
yjiapHJi rpoM, H ji.ox.Ah xjibmyji, KAK BO^onaji. 
Bo.ua najiajia He KaiuiHMH, a uejibiMH CTpyaMH 
xjiecTajia Ha 3eMjiw. MOJIHUH CBepicajia noMMHyTO, 
H MoacHo dbuio coc^MTaTb &o naTH pa3 B npoAOJiaceHHe 
Kaac^oro 3 a p e s a . Becb npoMOKiiwii £0 HHTKH, 

jiomeJi OH jioMoii, 3anepc.H, oTsopmi CBoe dwpo, 
BbiHyji s ee CBOM jeHbrw w pa3opsaji jiae-TpM 
dyMarw. 3aTeM, cyHys .neHbrn B KapMaH, OH 
xoTeji dbuio nepeMeHMTb Ha cede njiaTbe, HO, 
nocMOTpes B OKHO H npucjiyiuaBiUMCb K r p o 3 e 
H .noauuo, MaxHyji pyKOK, B3HJI mjiany H Bbimeji, 
He 3 a n e p e s KaapTHpti. OH nponieji npaMo K C O H C ^ 

Dost©evsk±i a l s o makes u s e of n a t u r e t o i l l u s t r a t e 

human p a s s i o n s . R a s k o l ' n i k o v commits h i s c r ime a t s u n s e t ; 

t h i s i n d i c a t e s t h a t he i s a c r e a t u r e of t h e n i g h t and of 

e v i l . L a t e r , when he g r a d u a l l y r e a l i z e s t h e p a t h he 

must t a k e , he wants t o a c t b e f o r e sundown. D o s t o e v s k i i 

i s u s i n g t h e c o n t r a s t of l i g h t and d a r k t o emphas ize 

R a s k o l ' n i k o v ' s s p i r i t u a l t r a n s i t i o n . Like h i s mind, t h e 

6 D o s t o e v s k i i , o p . c i t . . p . 5 1 0 . 
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wind i s fresh, warm and c l e a r ; 

Be^ep dbiJi CBOKHM, Tenjibiii H HCHHM; 

noro.ua pa3ryjinjiacb erne c yTpa . PacKOJibHHKOB 
meji B CBOK) KsapTHpy; OH cneinwjj. EMy xoTejiocb 
KOHMMTb BCe JIO 3&KETa COJIHUa. 

The limitations of Analogism are recognized. The 

subject is extremely limited in action when all it can do 

is to identify itself with the object. 

2. The Road to Transcendentalism 

Transcendentalism, in contrast to Analogism, 

attaches value to the subject and denies it to the object. 

Transcendentalism assumes that the only perspective is 

subjective. Raskol'nikov exemplifies this highly subjective 

character trait. 

The only perspective on Raskolnikov comes 
from his own actions, his own words and those he 
inspires in the other characters. His is the only 
mind into which we penetrate, his the only thoughts 
we read - and his the guiding perception of the 
city.8 

Dostoevskii does not give an account of how the world views 

Raskol'nikov, but how the Romantic hero interprets the world 

about him: 

. . . repoft MHTepecyeT JQiocToeBCKoro KaK 
ocodaa TOMKa 3peHMH Ha Mwp H Ha cedn caMoro, 
KaK CMbicjioBan w omeHMBaiomgua no3HHi«i ^ejioBeKa 
no OTHomeHHio K cede cainoMy M no OTHomeHMio 
K oKpyaeaiomeH AeiicTBHTejibHOCTH. .HocToeBCKOMy 

7 Dos toevsk i i , op . c i t . . p . 527. 

8 Fanger. op. c i t . . p . 200. 
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BaacHo He TO, **eM ero repoft aBJineTCH B 
MMpe, a TO, MeM HBJineTCH RJIH repon MMP 

M MeM HBJiaeTCH OH caM AJIH cedn caMoro. 

A subjective view of the world only tends to create a 

strong individualism. Preoccupied with individualism, 

the Romantic hero reflects upon himself, "which seduces 

him to that introspective analysis of his thoughts, 

reactions and feelings that was in turn to produce and 

to characterize the Romantic hero".10 

The hero becomes so preoccupied with himself 

that he cannot act decisively, and herein lies his tragic 

fate. Raskol'nikov, so intent on realizing the self's 

value, takes the lives of other human beings! 

This is the crux of the Romantic 
hero's tragedy; his egotism is such as to 
pervert all his feelings inwards on to 
himself till everything and everyone is 
evaluated only in relationship to that 
precious self, the focus of his entire energy.11 

Once his crime has been committed, Raskol'nikov, 

realizing where extreme subjectivism can lead, becomes 

keenly aware of his estrangement: 

OjIHHOMeCTBO, KOTOpOe dblJIO CTOJIb acejiaHo 
juifl odjiyMbiBaHMH "npe^npMHTHH," Tenepb 
npeBpamaeTCH juia PacKOJibHMKOBa B KomMapHoe 
wyBCTBO H B TO ate BpeMH HeyjiepacMMo THHCT Ha JHOJIM. 

9 Bakhtin, op. cit.. p. 53. 

10 Lilian R. Furst, Romanticism in Perspective. 
London, MacMLllian and Co., 1969, p. 57. 

11 Ibid., p. 99. 

12 Etov, OP. cit.f p. 172. 
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Raskol'nikov enters a tavern, t h i r s t y for drink and 

human s o c i e t y . 

HMKor.ua ao CMX nop He BXOAMJI OH B 

pacnMBOMHbie, HO Tenepb roJiOBa e r o Kpyscmiacb, 
w K TOMy ace najiflman JKaaua TOMMJia e r o . 13 

PaCKOJIbHMKOB He npHBblK K TOJIIie M, KaK 
yace CKa3aH0, dexcaji BCHKoro odmecTBa, ocodeHHo 
B nocneAHee BpeMH. Ho Tenepb ero B.npyr' MTO-TO 
noTHHyjio K JHOAHM. % O - T O coBepinajiocb B H'eu 
KaK dbi HOBoe, M BMecTe c TeM omyTMJiacb 
KaKan-TO xcaxc.ua Jiio.neii.14 

However, the Romantic hero remains very much a lonely 

and isolated individual. He is aware that only alone 

can he solve the problem of his existence^ which is 

to find value in a chaotic world. To this end, he is 

torn between two desires: to be alone and to seek out 

human companionship. He says to Razumikhin, his closest 

friend; "... H. caM OAMH... Hy H aoBOJibHo! OcTaBbTe 

ueHH B noKoe!"15 

Increased alienation only renders the Romantic 

hero more individualistic. It is a vicious circle. More 

and more estranged from the world he can no longer 

distinguish the thin line that separates the accurate 

perceptions through his senses from the castles in the 

air conjured up by the human imagination. According to 

13 Dostoevskii, op. cit.. p. 48. 

V* H2M*t P« 49. 

15 Ibid., p. 144. 
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K. Mochulskii, Raskol'nikov takes to dreaming: "A 

dreamer, romantic, a lofty and proud spirit, a noble 

and strong personality."16 The dreamer flees reality. 

His problems are not yet solved, however, for value 

has still not been discovered. 

So an egocentric individualism with its 
exaggerated self-awareness leads to introspection, 
melancholy, restlessness, emotional unstability, 
discontent with present reality and flight into 
vague dreams and longing.17 

But the Romantic hero, exploding with untapped 

energy, cannot remain inactive for very long. The idea 

that obsesses Raskol'nikov irrevocably channels his 

inexhaustible energies in a definite direction. He 

must seek some sort of control over the real world, 

so he acts: "He (Raskol'nikovj cannot bear inactivity 

and uncertainty. The proud demon is sad in his lonely 

grandeur.M18 (Italics mine) 

Before turning to the fruits of Raskol'nikov's 

revolt, a detailed description of Raskol'nikov should 

be provided. What kind of man is he, what does he look 

like, and how does he act? 

16 Mochulskii, op. cit., p. 290. 

17 Lilian R. Furst, Romanticism in Perspectivef 
London, MacMillian and Co., 1969, p. 102. 

18 Mochulskii, op. cit., p. 305. 
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3. The Romantic is the Tough-minded Realist 

or 

What Kind of Hero 

Raskol'nikov, as a dynamic entity, must pass 

through a period of self-discovery before he finds the 

source of value. Although Raskol'nikov commits a 

horrible crime and must atone for it, the psychological 

aftermath of his deed drags him down to the depths of 

nothingness before he is able to discover the source 

of value in human life. In contrast with his deep despair, 

his spiritual and moral resarrection will be all the more 

difficult, miraculous, and meaningful. 

As various individuals according to 
their emotional and intellectual depths, 
went through the transition from affirming 
the meaning of the cosmos in terms of static 
mechanism to affirming it in terms of dynamic 
organicism, they went through a period of doubt, 
of despair, of religious and social isolation, 
of the separation of reason and creative power. 
It was a period during which they saw neither 
beauty nor goodness in the universe nor any 
significance, nor any rationality, nor indeed 
any order at all, not even an evil order. This 
is Negative Romanticism, the period of Sturm and 
Drang... The typical symbols of Negative Romanticism 
are individuals who are filled with guilt, despair 
and cosmic and social alienation. They are often 
presented, for instance, as having committed some 
horrible and unmentionable and unmentioned crime 
in the past. They are often outcasts from men 
and God and they are almost always wanderers over 
the face of the earth.19 

19 Morse Peckham, The Triumph of Romanticism. Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 21. 
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OH ^ R a s k o l ' n i k o v Jf dbiJi JIO Toro xy.no 
o,neT, HTO MHOM, .naxce M npitBbmHbiH yejioBeK, 
nOCOBeCTMJICH dbl AH'eM BblXCflMTb B TaKMX 

jioxMOTbax Ha yjiwny. 22 

R a s k o l ' n i k o v i s young and handsome, i n k e e p i n g w i t h t h e 

Romantic t r a d i t i o n : 

qyBCTBO rjiydoMawmero 0Mep3eHwa 
MejibKHyjio Ha Mwr B TOHKMX ^epTax MOJicnoro 
^ejioBeKa. KcTaTH, OH dHJi 3aMeMaTejibH0 
xopom codoii , c npeKpacHtiMH TeMHbiMM rjia3aMM, 
TeMHo-pyc, POCTOM Bbime cpej iHero, TOHOK M 

CTpoeH.23 

R a s k o l ' n i k o v i s an i n t e n s e young man; h i s b l a c k eyes f l a s h : 

PaCKOJIbHMKOB OTBe^ajI pe3K0, OTpblBMCTO, 
Becb dJie^Hbiii KaK njiaTOK w He onycKaa yepHbix 
BOcnajieHHbix r j ia3 CBOMX nepe j . B3rjiH^0M HjibH 
neTpoBH^a^4 

R a s k o l ' n i k o v i s endowed w i t h a c u n n i n g g e n i u s , 

a moody s o u l , b o t h so t y p i c a l of t h e Romantic h e r o ; 

BcnoMHHa-a od 3TOM nocj ie , npKO, HCHO, 

3Ta MMHyTa oT^eKaHMJiacb B ueu HaBCKw, OH 
nOHHTb He MOr, 0TKV.Ha OH B3.HJI CTOJIbKO XMTpOCTM, 
TeM doJiee HTO yu e r o KaK dw noMepKaji MrHOBeHMHMM, 
a Tejia CBoero OH no^TH H He lyBCTBOBaji Ha c e d e . . 2 5 

He i s a l s o p rone t o a q u i c k t e m p e r : 

22 Dostoevskii, op. c i t . , p . 42. 

23 I b i d . t 

24 Ib id . , p . 139. 
2 5 I b i d . , p . 110-111. 
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Revolt fills the Romantic hero with inexhaustible 

energy; he thrives on it. The idea that obsesses him 

comes to animate him like a spirit. 

The new, forceful spirit which has begun 
to burn within him, overcomes his body. The 
opposition of "nature" is broken... The new 
strong individual is endowed with "animal-like 
cunning", unheard of boldness, a will to lilife, 
and diabolical pride...20 

Only the Romantic hero is capable of revolt because he 

must know how to endure suffering. 

The Romantics strove for perfection in their 

artistic productions. As a Romantic hero, Raskol'nikov 

must present a physical and mental model of strength and 

dedication. Raskol'nikov is the epitome of the proud 

individual; intelligent, endowed with a quick mind, 

haughty, restless and anything but self-denigrating. 

Raskol'nikov is: 

TopjlblM, C CaMOCTOHTeJIbHblM VMOM, TJiydOKMM 
M OCTpbIM, KaK 0TT0MeHHa.fi dpMTBa; MHMTejIbHHH, 
caMOJiiodHBbiir n Ha^MeHHbiii; 3HaioimiH c e d e ijeHy 
H B TO xce BpeMH B BbimeH Mepe BejiHKOjiymHbiH... 2 1 

The Romantic hero o f t e n comes from the dregs of s o c i e t y . 

Oppressed by pover ty Raskol 'n ikov i s poor ly d r e s s e d ; 

20 Mochulsky, o p . c i t . . p . 3 0 4 . 

21 A . S . . D o l i n i n , "K s t o p i a t i d e s t i l e t n i u so dnia 
rozhdene ia F.M. Dostoevskogo", i n Neva. Vol . 2 , i s s u e of 
November,1971, p . 1 8 2 . 
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- MHe npHHecjiM Bcero ^eTBepTb Maca 
Ha3aji, - rpoMKO M Mepe3 njie^o OTBeqaji 
PaCKOJIbHMKOB, Toxce BHe3anH0 M HeOXCHJiaHHO 
JUIH cedn paccepjiMBmMHCH H juaxce HaxojiH B 

3T0M HeKOTOpoe yAOBOJIbCTBMe.26 

R a s k o l ' n i k o v i s q u i t e p e r c e p t i v e ; he knows Dunia wan t s 

t o marry t h e merchan t Luzhin t o h e l p him, h e r b r o t h e r ; 

- A nero Tbi onaTb KpacHeenib? Tw Jixceao., 
c ecTpa , Tbi HapoMHO Jixcemb, no ojmoMy TOJibKo 
xceHCKOMy ynp^MCTBy, MTodbi TOJibKo Ha CBoeM 
nocTaBMTb nepe.no M H O H . . . Tbi He Moxceinb yBaxcaTt 
JlyxMHa; a BH^eji e r o H roBopmi c H H M . 2 ? 

R a s k o l ' n i k o v i s f o r t h r i g h t , d i r e c t . When Luzhin d e n i e s 

w r i t i n g a s l a n d e r o u s n o t e , R a s k o l ' n i k o v r e t o r t s p a s s i o n a t e l y ; 

- Bbi HanHcajiw, - pe3Ko nporoBopmi 
PacKOJibHHKOB, He odopawHBaHCb K JlyxcwHy, -
MTO a B^epa oTjiaji jieHbrH He BAOBe pa3,naBJieHHoro, 
KaK 3TO AewcTBHTejibHO dbuio, a e r o AOMepn 

KOTopoii JIO BMepamHero una HHKor.ua He BM^aji 
BBI . HanncajiH S T O , MTodbi noccopwTb MeHH c 
pOAHblMH, H RJIH TOrO npudaBMJIH , B THyCHblX 
BbipaxeHHHx, o noBe^eHHH .aeByniKM, KOTopoM BH He 
3HaeTe. Bee STO cnjieTHH M HH30CTb.28 

Even though he i s unde r g r e a t s t r a i n , R a s k o l ' n i k o v g a l l a n t l y 

d e f e n d s Son ia b e f o r e L u z h i n ' s d e s p i c a b l e a c c u s a t i o n of 

t h e f t ; 

PaCKOJIbHMKOB dblJI JieflTejIbHMM M dO^pblM 
aABOKaTOM COHM npoTMB JlyxMHa, HecMOTpa Ha TO 

26 D o s t o e v s k i i , o p . c i t . , - p . 1 3 1 . 

27 I b i d . , p . / 2 5 6 . 

28 I b i d . , p . 323 . 
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MTO caM HOCHJI CTOJIBKO codCTBeHHoro yxcaca 
M cTpajiaHMH B _nyme.29 

Raskol'nikov is trustworthy. He commits himself to marrying 

his landlady's daughter in exchange for credit. He claims 

he would have kept his promise even though he was not in love 

with the girl: 

. . . a .naji odemaHwe, I T O xceHiocb Ha e e 
.HOMepn, odemaHwe e j i oB ecHoe , coBepuieHHO C B o d o A H o e . . . 
3 T O dbijia A e B y m K a . . . Bnpo^eM, oHa MHe jiaxce 
HpaBHJiaCb . . . XOTH H H He dbUI BJHOdJieH. . . OAHMM 
CJIOBOM, MOJIOAOCTb, TO ecTb si x o ^ y CKa3aTb, 
MTO xo3aMKa MHe jiej iaj ia Tor.ua MHOFO KpejiHTy 
H SI BSJI OT^aCTM TaKyK) XCH3Hb... H OMeHb dblJI 

jierKOMbicjieH.. .30 

Raskol'nikov is generous. Although poverty-stricken, 

he gives money to Katerina Ivanovna Marmeladova31# 
The hero is attentive when others speak: ".flaxce PaCKOJIbHMKOB 

xoTb H He pa3roBapHBaji, HO HeKOTOpoe BpeMa BHHMaTejibHo 

cjiymaji."32 Generous to others, Raskol'nikov also reveals 

a certain loyalty to his own kin; the letter he receives 

from his mother touches him very deeply. 

Raskol'nikov is outwardly brave and strong 

character, even though he is inwardly nervous before the 

prosecutor, Porfirii Petrovich: 

29 Dostoevskii, OP. cit.. p. 422. 

30 Ibid., p. 135. 

31 Ibid., p. 214. 

32 Ibid., p. 330. 
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- nop$Mpnft neTpoBHi! - nporosopHJi OH 
rpOMKO M OT^eTJIMBO, XOTfl ejiBa CTOHJI Ha 
ApoxaBiHMX Horax , - A , HaKOHeu;, Bwxcy HCHO, 

MTO BW nojioxcHTejibHo noA03peBaeTe MeHa B 
ydMHCTBe 3Toii CTapyxM H ee cecTpw JIw3aBeTbi. 
. . . ECJIM HaxojiMTe, MTO wiueeTe npaBO MeHH 
3aK0HH0 npecjieAOBaTb, TO npeejiejiyMTe} 
apecTOBaTb, TO apecTyHTe. Ho cuesnhGH cede 
B roia3a M MyqwTb ced.a n He no3BOJiio.33 

I t would a p p e a r t h a t R a s k o l ' n i k o v g a t h e r s s t r e n g t h 

a s t h e n o v e l p r o g r e s s e s . His c r ime t e m p e r s him w i t h 

men ta l power, s e l f - a s s u r a n c e , and "wi ld e n e r g y " ; 

OH noHHMaji, o^HaKO, MTO OH eme cjiad, 
HO CHJibHeMmee jiymeBHoe HanpHxceHwe, Aome^uiee 
Ao cnoKOHCTBHH, &o HencHBuxcHoii MA e n , npwjiaBajio 
ei«y CHJI M caMoyBepeHHocTH.34 

ToJiOBa e r o cjierKa dbiJio Ha^ajia KpyxcHTbcn; 
KaKaa-TO jiHKaa s H e p m a 3adJiHCTajia Bjipyr B e r o 
BOcnajieHHbix r j ia3ax M B e r o ncxyaajioM dJie^HO-
xejiTOM Jinne 3 5 

R a s k o l ' n i k o v , s t r o n g of c h a r a c t e r and handsome 

i n a p p e a r a n c e , r e b e l s a g a i n s t t h e e s t a b l i s h e d o r d e r and 

i t s e t h i c a l c o d e . He murders an o l d u s u r e r t o p rove h i s 

i ndependence of s o c i e t y and i t s r u l e s . R a s k o l ' n i k o v t h r o w s 

down t h e g a u n t l e t t o t h e whole wor ld ; he i s r e a d y t o 

f i g h t t e n a c i o u s l y l i k e t h e t r u e Romantic h e r o . 

33 Dostoevskii, op. c i t . . p . 362. 

34 Ib id . , p . 184. 

35 Ib id . , p . 185. 
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Once he is aware that the order which encompasses 

him is inadequate, the Romantic seeks newer forms of identity 

and new modes of behaviour. The Romantic must rebel against 

existing norms and overthrow them for history must be 

similar to a tabula rasa on which the Romantic inscribes 

his identity. Rebelling against the established order 

is tantamount to wiping the slate clean so one can recommence. 

He (the rebel} simply and permanently 
cannot acquiesce in the order, power, and success 
that other men accept. While this appears to be 
a rejection of much of life, it can also be equally 
seen as a demand for more life. To the degree 
that rebellion won't do for a full life, neither 
will the refusal of rebellion provide a full life. 
A cause for despair can also be a cause for 
affirmation. One defies the destructive of rebellion 
by the wisdom of still more rebellion,36 

The rebel rises up against anything which deprives 

him of his uniqueness37. The Romantic must continually 

safeguard and stress his individuality at any cost. 

Thus, the Romantic hero, in his individualistic 
urge to apartness at any cost, welcomes even 
exceptional sorrow or dramatic misfortune if it 
will serve to foster the image he cherishes of 
himself as a creature signaled out for the special 
attention of fate.38 

36 Kingsley Widmer, The Literary Rebel. Southern 
Illinois University Press, 1966, p. 200. 

37 Arthur 0. Lovejoy, "The Need to Distinguish 
Romanticisms", in Romanticism: Problems of Definition. 
Explanation, and Evaluation. Boston. D.C. Heath. 1965. p. 44. 

38 Lilian R. Furst, Romanticism in PerspectiveT 
London, MacMillan and Co., 1969, p. 103. 
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The very knowledge that he must destroy himself before 

he can recreate his individuality and then value makes 

it possible for the Romantic hero to endure, to accept 

and even to seek suffering at the hands of fate. 

Raskol'nikov rises up in revolt because he 

cannot find value in the world as it is. The oppressive 

social structure of the world he lives in does not 

permit the fullest personal development, but instead 

drives the desperate to destructive ends or renders them 

docile and mystical. 

Dostoevsky's men in revolt, of course, 
partly suffer from the desperation of not 
finding adequate way and place because of the 
monstrously oppressive social and psychological 
order they live in, which drives them away 
from rebellious living into madly destructive 
revolution or nihilistic mysticism.39 

The end result of Raskol'nikov's rebellion is 

futile in its immediate ends because it leads the hero 

to not create but destroy life; 

In Dostoevsky's extreme dramatizations, 
the logic of the rebel leads him to desperate 
acts of withdrawal or destruction which destroy 
the living self... Dostoevsky really holds 
that all logic is finally destructive of the 
illogical richness of life...40 

Whatever the social rationalizations of rebellion, 

it should be remembered that on a philosophical level the 

39 Widmer, op. cit.. p. 200. 

^0 Ibid.. P. 199. 
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principal motive for Raskol'nikov's revolt is his search 

for value. The very act of rebellion creates value beeause 

the self, in effect, is creating a role, a style; the creation 

of the style of the rebel is the recreation of the self. 

The creation of value marks the advent of Positive Romanticism, 

the philosophy which provides esoteric, cosmic explanations. 

... It is true that both Positive and 
Negative Romanticism often cause isolation 
of the personality, but ... Negative Romanticism 
causes isolation and despair because it offers 
no cosmic explanations, while Positive Romanticism 
offers cosmic explanations which are not shared 
by the society of which one is a part.41 

Society considers .the Romantic hero the outlaw, but the 

Romantics exalted him because only the Romantic hero in his 

revolt would be able to create value; 

Thus, romanticism had made much of the 
outlaw, the noble criminal of whom the first 
claimed ancestor was Milton's Satan and the 
first nineteenth-century examples the rash 
of Byronic heroes.^2 

The Romantic hero as outlaw is always at odds with 

the surrounding world. As an idealist he views the world 

as it should be and therefore revolts against what is. 

In the novel Crime and Punishment. Svidrigailov is the 

personification of the Underground Man. He taunts Raskol'nikov, 

calling him another Schiller,that is, an idealist; 

41 Morse Peckham, The Triumph of Romanticism:Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 22. 

42 Fanger, op. cit.. p. 21. 
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"Bu - DlHJiJiep, Bbi - MAeeuiMCT!"43 and "TQMJiJiep-To B Bac 

CMymaeTca noMWHyTHO." 44 Although Raskol 'n ikov i s an 

i d e a l i s t , t h i s does not exclude the fac t t h a t he s t r u g g l e s 

with himself i n h i s sea rch for v a l u e . F i n a l l y , however, 

he decides t o confes s ; 

JIHUO e ro dbuio no^TH ode3odpaxceHo OT 
ycTajiocTM, Henoro,m>i, $H3MMecKoro yTOMjieHHH 
M nyTb He cyTo^Hoii dopbdbi c caMHM codoia. 
BCWL 3Ty Hoib npoBeji OH O,HHH, dor 3HaeT rj ie . 
Ho, no KpawHeii Mepe, OH pemHjic.a.45 

The d e s t r u c t i v e r e b e l l i o n does not des t roy the r e b e l . He 

i s aware t h a t he s t i l l f ee l s the proud i n d i v i d u a l t h a t he 

always has been and t h i s thought evokes a s ensa t ion of 

wel l -be ing wi th in himself ; "KaK dyaTo oroHb dJiecHyji 

B e ro noTyxmnx rjiaaaxf eiviy TOMHO npn-HTHO CTajio, ITO 

OH erne ropju" 46 Even dur ing h i s confess ion , Raskol 'n ikov 

i s s t i l l the s t rong and d e f i a n t h e r o ; 

Cy.nonpoM3BO,HCTBO no .nejiy e ro nponuio de3 
doJibmMx 3aTpyjieHHii. IlpecTynHHK TBepao, TOMHO M 
HCHO no^AepxMBaji CBoe noKa3aHne, He 3anyTHBaji 
OdCTOHTCJIbCTB, H6 CMXrvaH MX B CBOK) nojib3y, He 
HCKaxca»a $aKTOB, He 3adwBaa Majieiiuieii noapodHOCTHo 

43 Dostoevskii, op. c i t . . p . 483. 

44 Ib id . , p . 497. 

45 Ib id . , p . 523. 

46 Ib id . , p . 528. 

47 Ib id . , p . 542. 
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Rasksl'nikov comes to the realization that his 

revolt is futile if its goal is to prove his superiority 

over the rest of mankind. However, the hero Raskol'nikov 

remains proud in the knowledge that rebellion, although 

it is destructive in itself, also explores the limitless 

possibilities of human existence which are open to him 

who transgresses. Accordingly, the rebel possesses the 

means to a richer life; 

Even if, like Dostoevsky's Ivan, he attempts 
to renounce rebellion, once he has been there he 
cannot pretend very fully to be back in a certainty, 
comfort, order, and acceptance which were not true 
in the first place. Dostoevsky, then, was partly 
right; rebellion is terribly limited; a near 
impossibility leading to a great despair. But 
to know that truly, you have to be a rebel. The 
rebel is he who reveals, as he resists the limits 
not only of rebellion but of all, and the pervasive 
desperateness which can only be accepted by rebelling 
against it while yet remaining open to some equally 
desperate possibility of a richer life.^8 

4. OBjectism: The Danger of the Underground Man 

As Raskol'nikov desperately struggles to break out 

of a vicious circle of self-deception and regain his humanity 

and find value, there looms, in the form of Svidrigailov, 

the Underground Man who threatens to haunt the Romantic 

hero: "KTO OH? KTO 3TOT Bbimejiiiizii H3-noA 3CMJIH qejioBeK?"49 

The Underground Man represents the inertia of action in 

48 Widmer, op. cit.. p. 205. 

49 Dostoevskii, op. cit.. p. 49. 
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Dostoevskii's work. Unlike the Underground Man, however, 

the Romantic hero cannot sit idle and bemoan his fatef inaction 

will never lead to the discovery and the creation of value. 

Instead, Dostoevskii has Raskol'nikov develop to a higher 

degree. The hero continues the battle; 

- fl, MoxceT, Ha ceda erne HaKJienaji, -
Mpa^HO 3aMeTMJI OH, KaK dbl B 3ajiyM^[MBOCTH, -

MoxceT, si erne wejioBCK, a He Bomb, M noToponmica 
ced-a ocyAMTb... fl eme' nodopwcb. 50 

Raskol'nikov's rebellion brings him face to face 

with the drunken Marmeladov, with the wretched lives of 

the prostitutes in Haymarket Square, with the dire poverty 

of the Marmeladov family, with the forced prostitution of 

Sonia Marmeladova, with the futility of murder in order 

to save the world, with the greed of Luzhin, and the 

nihilism of Svidrigailov, and finally with himself because 

rebellion leads to self-knowledge. The quest for self* 

knowledge compels man to solve the riddle which is revealed 

to be man himself: 

He (Raskol'nikov} is an enigma even 
to himself; he does not know his own dimensions 
and limits. He cast a glance into the depths 
of his "ego" and his head began to spin round 
before this bottomless abyss. He tests himself, 
performs an experiment, asks: who am I? What am 
I capable of? What do I have the right to do? 
Is my strength great? At the center of all 
Dostoevsky*s novels there stands a man who is 
striving to resolve the enigma of his personality 

50 Dostoevskii, op. cit.. p. 437. 
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(Raskolnikov, Prince Myshkin, Stavrogin, 
Versilov, Ivan Karamazov). In this sense 
the writer's artistic creation constitutes 
a unique process and quest for self-knowledge.51 

Raskol'nikov-Dreamer detests his idleness; 

Raskol'nikov-Romantic is disgusted by the murder he commits. 

Although the Romantic hero strives to act but then is 

sickened by the results of his deeds, he is at the threshold 

of self-discovery52. 

5. The Dichotomy of Character 

Raskol'nikov stands at the crossroads of his life; 

no simple and abstract formula, he is a man of contradiction: 

II est renferme, rude et mefiant: mais fier 
et bon en me*me temps; il n'aime pas a. manifester 
ses sentiments. II est ambitieux, triste, irritable, 
magnanime; il tombe dans le desespoir quand il 
considere l'etat miserable du genre humain, mais 
il brftle toujours d'un ardent desir d'aider ses 
semblables, de s'affirmer leur sauveur heroique.53 

Like the Romantic hero, Raskol'nikov destroys life 

and alienates himself from society when he actually desires 

to improve the human condition and seek recognition from 

his fellow man; 

Le heros romantique est parfois un grand 
seigneur; plus souvent sa naissance est basse, 
ou inconnue. Enfant trouve, b&tard. plebeien, 
valet, bouffon, brigand, il sent amerement le 
contraste entre sa situation sociale et sa valeur 
propre. Tout lui est du, et il ne doit rien, a 
personne. II est plein d'orgueuil, d'amertume et 
de colore. Souvent isole dans la societe, il est 

51 Mochulsky, op. cit.. p. 300. 

53 Serge Persky, La Vie et L'Oeuvre de Dostoievsky. 
Paris, Payot, 1924, p. ±kT. 
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le jouet d'une fatalite irresistible, qui 
l'a marque pour des passions aveugles, pour 
une destinee aventureuse et dangereuse pour 
ses crimes inevitables; et pourtant il est 
souvent , au fond, sensible et tendre. Malgre 
l'intensite de sa vie et l'activite exterieure 
qu'il deploie. il reste plus passif que vraiement 
actif; souvent comme Hamlet, a qui il doit, peut-Stre 
quelque chose, il hesite et tremble devant 1'action. 
En general, il est amoureux avec frenesie, et son 
amour est funeste a celle qui en est l'objet. II 
incarne les droits de la societe. Souvent 
ironique et hautain, il defie les moeurs et 
les lois; il est parfois le bandit genereux, 
conscient et fier de sa singularity, le criminel 
sympaihique.54 

The double character of the Romantic hero is made 

possible only by the dynamic form of the "open" or 

"oTKpbiTbiM" novel. The "open-ended" novel allows for 

various interpretations and developments of theme, not 

the least of which is the dichotomy of character and 

purpose: 
B MOHOJiorw êcKOM 3aMbicjie repoii 

3aKpwT, M ero CMbicjioBbie rpaHHUbi CTporo 
o^epieHbij OH .HeiiCTByeT, nepexcuBaeT, MHCJIIIT 
M co3^aeT B npe.He.nax Toro, WTO OH ecTb;55 

Raskol'nikov's two powerful persona l i t i e s - one 

negat ive , des truct ive ; one p o s i t i v e , l i f e - a s s e r t i n g - v ie 

for h i s l i f e ' s des t iny . Svidrigai lov ,points to the f i r s t 

path Raskol'nikov can follow which i s the way to amorality 

and n i h i l i s m . Sonia. beckons the hero down the second path 

to a new l i f e of value: "'COHH npe.HCTaBJi.ajia codoio HeyMOJiwMbiii 

54 Paul Van Tieghem, op. c i t . . p . 252. 

55 M.M. Bakhtin, op. c i t . . p . 60 . 
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nparoBop, pemeHne de3 nepeMeHbi. TyT - MJIM ee Jiopora, 

HJiM ero."56 Even as Svidrigailov commits suicide, Raskol'nikov 

accepts Sonia's• offer of life; he is being reborn spiritually. 

6. Spiritual Rebirth 

Even in the early stages of his tempestuous torment, 

Raskol'nikov has intimations of a great future. He dreams of 

a new reality which will come to exist sometime in the future; 

"B d0Jie3HeHH0M COCTOHHHH CHbl OTJUmaJOTCH qaCTO Heod&IKHOBeHHOK) 

BbinyKJIOCTMH), HpKOCTbK) M Mpe 3 BbmaHHblM CXOJICTBOM C 

AeHCTBMTejibHocTbio.»57 E a r l y i n t h e n o v e l R a s k o l ' n i k o v e x p r e s s e s 

h i s b e l i e f i n man and i n h i s p o s s i b i l i t i e s i n t h e f u t u r e . 

R a s k o l ' n i k o v r e a s o n s t h a t t h e r e s hou ld be no l i m i t s t o man r s 

development i n h i s s e a r c h fo r v a l u e ; 

- Hy, a KOJiH a. coBpaji, - BOCKJiHKHyji OH 
BJipyr HeBOJibHO, - KOJIH .HeMcTBHTejibHo He nojuieu; 
qejioBeK, Becb Boodme, Beet poji, TO ecTb, ^ejioBe^iecKHH, 
TO 3Ha*MT, m o ocTajibHoe Bee - npejipaccyjiKH, 
OJIHH TOJIBKO CTpaXM HanymeHHbie , M HeT HHKaKHX 

nperpaji, H TaK TOMy H cjiê yeT dbiTb 1 58 

Raskol'nikov's confirmation of his belief in man makes 

the hero's ultimate resurrection seem as not unexpected. 

Even as early as in the second part of the novel, 

Raskol'nikov experiences moments of pure rapture which once 

56 Dostoevskii, op. cit.t p. 475. 

57 Ibid., p. 90. 

58 Ibid., p. 64. 
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again would indicate that the resurrec t ion of the criminal 

i s not a sudden turn of events but ra ther i s the r e su l t of 

a gradual metamorphosis 5? .Raskol 'n ikov experiences a 

certain animal-like joy with the thought tha t he i s s t ruggling 

for self-preservation. I t i s evident, then, that Raskol'nikov 

i s not always a gloomy c r e a t u r e g i v e n t o morbid i n t r o s p e c t i o n 

but a proud and sometimes e c s t a t i c b e i n g : 

TopaceGTBO caMocoxpaHeHwa,cnaceHne OT 
JiaBMBineK onacHocTM - BOT MTO HanoJiHHJio 
B 3Ty MMHyTy Bee e r o cymecTBO, de3 npeji,BMjj,eHMH, 
de3 aHajiM3a, de3 dyaymMx 3arajjj>iBaHHH H 
0Traju>iBaHMH, de3 coMHeHHii H de3 BonpocoB. 3TO 
dbiJia MHHyTa noJiHOH, Hen;ocpe.HCTBeHHOH, MMCTO 

3KMBOTHOM paAOCTH. 60 

R a s k o l ' n i k o v b e l i e v e s i n t h e New J e r u s a l e m , t h a t 

i s t o s a y t h e new l i f e he s e e k s . I n t h e o p i n i o n of t h e 

h e r o , Laza rus was l i t e r a l l y r e s u r r e c t e d from t h e d e a d : 

- Bepyw, - noBTopmi PaCKOJIbHMKOB, 
ncHHHMaa r j ia3a Ha Ilop$HpMa<, 

- Z-M B BOCKpeceHite JIa3apa BepyeTe? 

- Be-Bepyio. 3a^eM saM Bee S T O ? 

- ByKsajibHO BepyeTe? 

- ByKBaj ibHO. 6 1 

There is no doubt that Raskol'nikov puts his faith 

in a spiritual resurrection for a premonition of his resur-

59 Dostoevskii, op. cit.. p. 142. 

60 Ibid., p. 132. 

61 Ibid., p. 284. 
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r e c t i o n comes e a r l y i n the nove l . When Rodia . breaks 

off with h i s s i s t e r and mother i n order to d iscover himself 

and h i s a c t i o n s , he says to them: "MoxeT duTb, Bee 

BOCKpecHeT!"62 Again i n the epi logue Raskol 'n ikov has a 

premonition of a fu ture l i f e . He r e a l i z e s the weakness 

i n himself and i n h i s c o n v i c t i o n s , and f e e l s t h a t a complete 

break with these conv ic t ions w i l l s e t him free to c r e a t e 

value i n a new l i f e ; "OH He noHHMaji, *ITO STO npejmyBCTBHe 

dbi/\o npeABecTHMKOM dyaymero nepejioMa B JKH3HH e r o , dyjiymero 

BOCKpecHH.a e r o , dyjiymero HOBoro B3rJi.a,Ha Ha 3KH3Hi."63 

7.The Unity of Subject and Object 

Even as he draws near t o Sonia, Raskol 'n ikov begins 

t o r e a l i z e the p o s s i b i l i t i e s of a l i f e without c o n t r a d i c t i o n . 

He i s s t r u c k by her s t r e n g t h of c h a r a c t e r i n the face of 

crushing pover ty and personal humi l i a t ion as a p r o s t i t u t e . 

Sonia does not even c r inge before the murderer: 

Ta BJjpyr B3Hjia ero 3a ode pyKH H 
npeKJioHHJia K e ro njieqy rojioBy. 3TOT 
KopoTKMH xecT Aaace nopa3HJi PacKOJibHHKOBa 
HejioyMeHMeM; Jiaace CTpaHHO dbuio: KaK? HH 
MajieMmero OTBpameHMH, HM MajieHinero 0Mep3eHMH 
K HeMy, HH MajieMmero cojiporaHHH B ee pyKe! 64 

Raskol 'n ikov i s becoming aware of the source of 

S o n i a ' s s t r e n g t h . She has c rea ted for h e r s e l f a c e r t a i n 

62 Dos toevsk i i , op . c i t . . p . 332. 

63 I b i d . , p . 352.. 

64 I b i d . , p . 454o 
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style, that of a Christian believer, the function of which 

is to protect her against the tragic circumstances of her 

life. Her stylized behaviour gives her a place in the 

universe where she can stand and view reality no matter how 

ugly it may be. Sonia has already reached the Stylist Stage. 

Aware of the power and the security that Sonia possesses 

by means of her style, Raskol'nikov himself knows that he too 

has been attempting to develop a style and in so doing 

create value through the perception of the self. He begins 

to realize, observing Sonia • as a model, that in creating 

style he endows with value hitherto meaningless subject and 

object, himself and the world about him. No matter where he 

may be, the hero can feel complete within himself, for his 

value springs from himself and not from any other thing 

or any other person; 

COHH HHMerO He rOBOpHJI . PaCKOJIbHMKOB 
noacaji e i i p y K y H Bbimeji. Eaiy CTaj io yacacHo 

THXeJIO. ECJIH d B03M03KHO dblJIO VHTH Ky.Ha-HKtdy.Hb 
B 3 T y MMHHTy H OCTaTbCH COBCeM OJJ,HOMy, XOTfl 
dbl H a BCM 3CH3Hb, TO OH nOWeJI dbl Cedtf C^aCTJIKCBblMo 6 5 

It is by no means a simple task for the Romantic hero 

to come to terms with the world, to reconcile the subject' 

with the object. In her book Romanticism in Perspective. 

Lilian Furst claims that only in Coleridge's Ancient Mariner 

was the subject successfully rendered one with the object: 

65 Dostoevskii, op. cit.. p. 454. 

http://Ky.Ha-HKtdy.Hb
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The Ancient Mariner i s an exception; none 
of the other Romantic heroes was able to cure 
himself of t h i s fever at the core, t h i s malady 
which manifested i t s e l f i n a number of d i f f e r e n t , 
symptoms common throughout European l i t e r a t u r e . b b 

However, Raskol'nikov a lso overcomes the aforementioned 

problem toward the end of h is punishment. His bending 

down to k i s s the earth s i g n i f i e s h i s unity with the universe: 

"OH CTSJI Ha KOJieHM cpejjjH njiomajiM, noKJioHMJica JJ.O 3eMJiKc 

H noneJioBaji 3Ty rpH3Hyw 3eMjno c HacjiaacneHiieM H ciacTHeM. 

On BCTaji H noKJioHMJica B jipyroH pa3 ."67 Raskol'nikov begins 

to live for l i fe i tself68. 

8. The Stylist Stage 

Perception and development of the self creates 

value. In perceiving and developing the self in any manner, 

one creates for oneself a certain mode of behaviour which 

is called style. Style is a powerful weapon in the struggle 

for a meaningful existence: "It ̂ Stylism) was successful 

in that it symbolized the experience of value and offered 

a defense against the hell of existence."69 

66 Lilian R. Furst, Romanticism in Perspective. 
London, MacMillan and Co., 1969, P. 100. 

67 Dostoevskii, op. cit.. p. 536. 

68 Ibid., p. 472. 

69 Morse Peckham, The Triiamph of Romanticism: Collected 
Essays. Columbia, South Carolina, University of South Carolina 
Press, 1970, p. 51. 
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Man therefore redeems the world... Since 
it is this world which must be redeemed, the 
first task of the Romantic is to face fully 
the horror, the brutality and the evil which 
before had been either thought away or dismissed 
or regarded as either temporary or ultimately 
unreal. The flower of value must be plucked 
not on the sunny mountain top, but in the very 
abyss.' 

This is the stage of self-realization; this is 

Stylism, the highest form of Romantic thought. 

7 Morse Peckham, The Triumph of Romanticism: Collected 
Essays. University of South Carolina. Press, Columbia, South 
Carolina, 1970, p. 32-33. 



CHAPTER IX 

AN OUTLINE OF RUSSIAN AND SOVIET CRITICISM OF DOSTOEVSKII 

Russian criticism of Dostoevskii is great and varied 

for, as one of the giants of Russia's literature, his in­

fluence on Russian philosophy and literature is significant. 

The Russian Social Democratic critics praised Dosto­

evskii's realistic portraits of all that was wrong with 

Tsarist Russia. However, they strongly criticized his ideas 

of the acceptability of suffering, meekness, belief in Ortho­

doxy and Tsarism. The Symbolists and the Decadents embraced 

the writer as a prophet while Soviet ideology carried on the 

theme of the Social Democrats by praising Dostoevskii, and 

then not always the writer's artistic talent, but censuring 

his ideas. 

Dmitrii Ivanovich Pisarev (1840-1868), in an article 

entitled "Struggle for Life" (1867), deliberated on the char­

acter of Raskol'nikov. As for Dobroliubov, the quality of art 

for Pisarev was determined by its realism. In analysing the 

personality of Raskol'nikov, Pisarev recognizes the dualism of 

Raskol'nikov's nature, the critic attributes psychology and 

behaviour to the social environment of the protagonist. 

Pisarev as a radical critic of the 1860's relied 

heavily on a social interpretation of art. 
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AN OUTLINE OF RUSSIAN AND SOVIET CRITICISM OF DOSTOEVSKII 

Nikolai Konstantinovich Mikhailovskii (1842-1904) was 

a forerunner of Soviet critics in his ambivalent approach to 

Dostoevskii. On the one hand, he recognized artistic talent, 

while on the other hand he condemned the ideas expressed in 

Dostoevskii's works. In his "Cruel Talent" published in 1882, 

Mikhailovskii explains the suffering portrayed in Dostoevskii's 

novels by the writer's alleged masochistic impulses, which 

were especially evident after Dostoevskii's prison term. 

Raskol'nikov's crime is explained by what Mikhailovskii' none 

too profoundly believes is Dostoevskii's predilection for 

choosing mental cases as his heroes. 

Dmitrii Sergeievich Merezhkovskii (1865-1941), a 

leader of the decadent movement in the 1890's, did not start 

his analysis of Dostoevskii objectively but rather, like 

other decadents and symbolists, embraced Dostoevskii as a 

mentor. Captivated by the rich symbolism of Dostoevskii's 

religious motifs and the apparent antithesis he thought he 

discovered in Dostoevskii's work, Merezhkovskii more or less 

ignored the form of the novel Crime and Punishment and the 

impulses the led Dostoevskii to write it. Merezhkovskii sees 

Raskol'nikov as a test tube experiment of Good versus Evil. 
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Lev Shestov (1866-1938), author of Dostoevskii and 

Nietzcho: The Philosophy of Tragedy.(1963) found in Dostoev­

skii the mystic he was searching for. Shestov took the 

philosophical approach to extremes. His approach is not in 

the least scholarly but polemic instead. 

Vasili Vasil'evich Rozanov (1856-1919), like his 

two contemporaries Shestov and Mikhailovskii, saw Dostoevskii 

essentially as a mystic. However, Rozanov:treated Dostoevskii 

in a scholarly fashion in his F. M. Dostoevskii's "Legend of 

the Grand Inquisitor": An Essay in Critical Commentary. I89O. 

According to Rozanov, the Underground Man portrays the irra­

tional character of man. The irrationality of man precludes 

his being defined in scientific, rational terms, or in other 

words, the individual has an absolute value. Raskol'nikov's 

crime serves to teach him of the inviolability of the individual. 

Yuli Isaevich Aikenval'd(l872-$928), like more than 

one of his predecessors, was subjective in his judgment of 

Dostoevskii's work. Aikenval'd could appreciate the irrational 

side of Dostoevskii's art. However, Aikenval'd believed, like 

Mikhailovskii, that Good and Evil were both embodied in Dosto­

evskii's mind, and this was reflected in the suffering depicted 

in the writer's novels. 



67 

AN OUTLINE OF RUSSIAN AND SOVIET CRITICISM OF DOSTOEVSKII 

Viacheslav Ivanovich Ivanov (1866-1949) initiated the 

approach to modern scholarship. Ivanov analysed the structure 

of the novels and then their themes. He saw the dramatic 

quality of Dostoevskii's works and even anticipated Bakhtin's 

concept of the polyphonic novel. Ivanov was the first Dostoev-

skian scholar to make use of and combine formalistic, philoso­

phical and biographical analyses. 

Evgenii Andreevich Solov'iov (1866-1905) was the first 

critic to apply the method of "economic materialism" to Dostoev­

skii's work. He maintained, in his book, Dostoevskii: His Life 

and Literary Activity (1891), that Dostoevskii's social origin 

was a deterring factor in his art. According to Solov'iov, 

Dostoevskii sends the educated, conceited Raskol'nikov to prison 

in order to disabuse him of his egocentrism. 

Georgii Valentinovich Plekhanov (1856-1918), a full-

fledged Marxist, sought an evaluation of art based on a socio­

logical analysis of the content and devices as historically 

determined. 

Vladimir Borisovich Kranikhfel'd (1855-1918), the Marxist 

critic, in his 1911 article "Overcoming Dostoevskii", tried to 

further Dobroliubov's "materialistic" approach to the writer. 

Kranikhfel'd states that Dostoevskii's novels reflect the despair 
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and suffering of the raznochintsy in the 19th century and that 

this major theme of Dostoevskii's work comes from the writer's 

own experience since he was himself a member of the raznochintsy. 

Maksim Gor'kii's 0.868- i936) treatment of Dostoevskii 

illustrates the general attitude of scholarship to Dostoevskii's 

work. Gor'kii, in his History of Russian Literature, written 

before the Revolution, attacks the cruelty and irrationality 

which Dostoevskii, alleges Gor'kii, claimed to be a part of 

Russian society. A 1913 stage production of Dostoevskii's 

The Devils incited Gor'kii to attack what he called Karamazovism, 

or the artistic representation of vicious characters on the stage. 

The Writers' Congress of 1934 was the scene of another 

attack by Gor'kii on Dostoevskii. In his speech, however, 

Gor'kii, although criticizing Dostoevskii's fatalism and 

glorification of suffering, nonetheless admitted to the artistic 

genius of Dostoevskii'in matters of form. 

In the 1920's, Dostoevskian scholarship was approached in 

a more scientific manner by formalists and literary historians 

such as Leonid Grossman, Yuri Tynia.nov, V, V, Vinogradov, A. S, 

Dolinin, G. I. Chulkov, and B. V. Tomashevskii. 

Leonid Grossman, in his The Path of Dostoevskii. 1924, 

traced the ideological evolution of the writer on the basis of 

many new materials which became available after 1917. In 1935, 

http://Tynia.no
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Grossman wrote the Life and Work of F. M. Dostoevskii: A 

Biography in Dates and Documents. This biographical work 

also lists Dostoevskii's published work and all unpublished 

archival materials concerning the writer. 

Dostoevskii's geneology was traced by M. V. Volotskoi 

in his work Chronicle of the Dostoevskii Family. 1506-1933. 

His research indicates that Dostoevskii's ancestors were of 

Slavic Bielorussian nobility. 

In 1928 the Dostoevskiian scholar Arkadii Semionovich 

Dolinin began the publication of all the published and un­

published letters of Dostoevskii. 

Stylistic Studies 

Grossman's Dostoevskii's Style, published in 1925, 

refuted all previous opinions, and asserted the stylistic 

perfection to be found in Dostoevskii's major works. Grossman 

improved upon Viaeheslav1Ivanov's ideas on Dostoevskii's style. 

Iuri Tynianov (1894-1943), a formalist critic, suggested 

in his Gogol' - on the Theory of Parody (1921) that Dostoevskii, 

far from continuing GogolBs style, parodied Gogol»s own artistic 

devices ajs well as Gogol' himself in The Village of Stepanchikovo. 

V. F. Pereverzev (1882 - ) , theorist of the Sociological 

School, believed that everyone was capable of illustrating only 
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his own peculiar social environment. Pereverzev explained away 

Dostoevskii's characterization and themes by means of the writer's 

mesnehanstvo (petty bourgeois) background. 

As far as Crime and Punishment was concerned, Pereverzev 

felt that Raskol'nikov's dual character, polarized by his desire 

to serve the good of society and his striving for individual 

freedom, had been determined by his social background of a 

petty bourgeois. 

M. M. Bakhtin, in his Problems of Dostoevskii's Writing 

(1929), studied the formalistic and structural aspects of 

Dostoevskii's work. Bakhtin proposed that Dostoevskii was the 

creator and master of the polyphonic novel. The polyphonic 

novel, as understood by Bakhtin, implied that Dostoevskii's. 

characters uttered philosophies not of the author but of their 

own. There results, then, a certain polyphony of "voices" or 

characters which is closer to the real world of conflicting 

ideologies than that one-dimensional, monophonic existence that 

is portrayed by many writers. 

Bakhtin analyses the approaches of other writers and 

critics to the seemingly fragmented and contradictory universe 

of ideologies found in Dostoevskii's fiction. 
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During the 1930's there were two trends regarding 

Soviet scholarship. The first was to try and dismiss Dos­

toevskii as a reactionary and thus minimize his influence. 

The second, justified by Gorkti's praise of Dostoevskii's 

artistic talent, sought to rehabilitate Dostoevskii, within 

certain limits, to his previous position as one of the giants 

of Russian culture. 

The first trend predominated, V. V. Ermilov was 

particularly harsh in his condemnation of Dostoevskii. In 

his article "Gor'kii and Dostoevskii" published in 1939, 

Ermilov compares the humanistic tradition of Gor'kii to 

what he alleges is Dostoevskii's antihumanism. Ermilov 

recalled the earlier criticism of Dostoevskii's proclivity 

for suffering. 

On the eve of the Second World War, there was an 

attempt to resurrect Dostoevskii's writing and use it as 

propaganda for the home front and against the Germans. 0. V. 

Tsekhnovitsev, a Marxist critic, tried to dismiss the more 

unpalatable aspects of Dostoevskii's ideology and praise his 

careful craftsmanship. 

In 1942, writing in Literatura. i iskusstvo. Ermilov 
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reversed himself according to the dictates of the Soviet govern­

ment, and described Dostoevskii in glowing terms, calling him 

a great Russian patriot and a great writer. 

Dostoevskii's rehabilitation was carried on through 

the 125th anniversary of his birth in 1946. 

Valerii Iakovlevich Kirpotin (1900- ), a well-known 

and influential Soviet critic, has made valuable contributions 

to Dostoevskian scholarship. Kirpotin believed that the 

social writings of Dostoevskii far outweigh, his reactionary 

views. Kirpotin thought highly of Dostoevskii's study of man 

and his probing psychological analysis. 

In 1970 Kirpotin published a book on Raskol'nikov, the 

protagonist of Crime and Punishment. Although he presented it partly 

along official Marxist lines, Kirpotin contributes some addi­

tional insight to Crime and Punishment. 

Meanwhile, in 1947, Zhdanovism was in full swing, and 

there were attacks on the studies done by Dolinin and Kirpotin. 

Ermilov, v/ho had praised Dostoevskii during the "Great Patriotic 

War", now sharply reversed himself and criticized the writer in 

Against the Reactionary Ideas in Dostoevskii's Writing. 
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After the death of Stalin, in March 1953, there was a 

loosening of the ideological straitjacket. In 1956, on the 

seventy-fifth anniversary of Dostoevskii's death, there was 

published a ten-volume edition of Dostoevskii's works under 

the editorship of Yermilov(!), Kirpotin, Dolinin, Neehaeva and 

Riurikov. Moreover, new and revealing aspects of Dostoevskii's 

work were brought to light in new studies. 

Dostoevskiian scholarship does not cease but its limits 

are clearly defined ideologically. It would seem that Dostoevskii's 

ideas will never peacefully coexist with Communist ideology. 

Russian Social Democratic criticism and Soviet criticism 

(including that of Lenin and Gor'kii) has always admired the 

power of Dostoevskii's art while seriously doubting if not 

viciously condemning the writer's ideas. As long as the 

Communist regime forces certain ideological presuppositions 

on its writers and critics, and as long as these writers and 

critics base their analyses on the opinions of Lenin, Gor'kii 

and those of similar ideologies, it is difficult to envisage 

a full and well-documented objective study of Dostoevskii's 

works being done in the Soviet Union. 



CONCLUSION 

Romanticism is open to many interpretations. This 

thesis treats only one interpretation of the Romantic Movement 

as it applies to Raskol'nikov in Dostoevskii's Crime and 

Punishment. 

Classicist ideology assumed that order and value are 

built into the universe. When the number and the complexity 

of phenomena became too great, the Classicist construct was 

incapable of explaining them. In a closed system knowledge 

can be only finite. 

Romanticism filled the vacuum created by the collapse 

of Classicism for Romanticism sought value in a world which 

saw the alienation of subject and object. The evolution of 

Romantic thought passed through four stages. The first stage, 

Analogism, saw nature as a source of value. Transcendentalism, 

the next state, endowed man with value and deprived the object 

of value. Objectism believed that neither subject nor object 

has value; that all systems or constructs are illusions. 

Stylism proposed that value, instead of being discovered, 

was actually created and recreated through the perception 

of the self. In creating and developing this perception of 

the self, there developed simultaneously a certain style or 

manner of behaviour which is unique to each individual. Style 

enables man to symbolize the creation of value and protect 

him against the hell of a chaotic world. However, to keep 

pace with an organic, dynamic world, man must continually 

create and recreate his style of existence. 
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The second part of the thesis treats Raskol'nikov 

as a Romantic hero according to the above theory. 

Romanticism did not die an early death as some 

critics would have us believe. Romanticism is a leitmotif 

running through much of Dostoevskii's work, although these 

works were almost exclusively all written in the second half 

of the nineteenth century. 

Dostoevskii's years in exile greatly affected his 

world view. He came to see the human consciousness as a 

disturbing element in man's striving for self-realization. 

The Underground Man is the epitome of a man rendered inactive 

by the curse of consciousness. 

Crime and Punishment is a landmark in Dostoevskii's 

literary and psychological development. The hero of the novel, 

the student Raskol'nikov, wages his own war against 

society and himself. He realizes the dichotomy of his 

own character. Rejecting the deadening despair of the Underground 

Man in the form of Svidrigailov, he rises to the Stylist 

Stage in order to create a new life. 

Dostoevskii did not succeed in finishing the story 

of Raskol'nikov's struggle to remain on the same level of 

self-realization that the hero achieves at the end of the 

novel. Moreover, in succeeding novels, Dostoevskii retreats 

into another construct, his devout belief in Orthodoxy. Only 

in the character of Alesha, hero of The Brothers Karamazov 

is there the suggestion that man will build heaven on earth. 
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Russian and Soviet criticism of Dostoevskii demonstrate 

conflicting views of Dostoevskii both as a thinker and as a 

writer. Some claim him as a mystic, many, especially Soviet 

critics, condemn him as a reactionary. Others, such as Maxim 

Gor'kii, admit Dostoevskii's artistic genius while holding his 

ideas in contempt. Soviet criticism of Dostoevskii would seem 

to fluctuate according to the political climate within the 

Soviet Union. 

Criticism of any kind and by any critic of Dostoevskii 

will probably always be as complicated as was the writer and 

as his works remain. 
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TRANSLATION OF QUOTATIONS IN RUSSIAN 

CHAPTER 6: RASKOL'NIKOV AS ROMANTIC HERO 

4 Translation from Crime and Punishment by Fedor Dostoevskii, 
translated by David Magarshack, Penguin, 1966, p. 220. 

"You say I am? You do? Well," he cried delighted­
ly, "after that you're the source of all goodness, purity, 
reason and perfection!" 

5 Ibid., p. 203. 

"Sonia was a very small, thin girl of about eighteen, 
but quite a good-looking blonde, with a pair of remarkable 
blue eyes." 

6 "In jail, on the banks of the Irtysh River, Raskol'­
nikov finally discovers the beauty of the ideal of Sonia, 
and the strength of her boundless love." 

6(a) Magarshack, op. cit.. p. 510. 

"Svidrigailov paid for the spoon, got up, and walked 
out of the park. It was about ten o'clock. He himself had 
not had a drop of drink all that time, and at the 'Vauxhall" 
he had only ordered some tea for the sake of appearances. 
Meanwhile it drew dark and sultry. Towards ten o'clock the 
sky became overcast with fearful clouds. There was a clap 
of thunder, and it began to pour with rain. The rain did 
not come down in drops, but lashed the earth with whole 
torrents of water. Lightning flashes came continuously 
every minute, and each flash lasted five seconds. Soaked 
to the skin, Svidrigailov came home, locked himself up in 
his room, opened his bureau, took out all his money, and 
tore up two or three papers. Then, putting his money in 
his pocket, he was about to change his clothes, but, look­
ing out of the window and listening to the thunder and the 
rain, he changed his mind, took his hat and went out with­
out locking up his rooms. He went straight to Sonia." 

7 Magarshack, op. cit.. p. 528. 

"The evening was fresh, warm, and bright. It had 
cleared up since the morning. Raskol'nikov was going 
back to his room; he was in a hurry. He wanted to finish 
it all before sunset." 
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9 "The hero interests Dostoevskii as a specific 
point of view on himself, both as a semantic and evalua­
ting position of man in relation to himself and to the 
surrounding reality. It matters little to Dostoevskii 
how the world views the hero? but rather how the hero 
views the world and how he views himself." 

12 "The solitude so desired for reflection on 'the 
enterprise', now turns into a nightmarish feeling for 
Raskol'nikov and simultaneously and irresistibly draws 
him toward people." 

13 Magarshack, op. cit.. p. 26. 

"He had never been to a public-house before, but 
now he felt dingy and, besides, he was tormented by a 
parching thirst." 

lif Magarshack, op. cit.. p. 27. 

"Raskol'nikov was not used to crowds, and, as 
has already been mentioned, he avoided every kind of 
society, more especially of late. But now he felt a 
sudden desire for company. Something new seemed to 
be happening to him, and at the same time he felt a 
sort of craving for people." 

15 Magarshack, op. cit.. p. 130. 

"I'm alone — by myself — and that's all! 
Leave me alone, will you?" 

21 "Proud, with an independent, profound mind quick 
as a steel trap, nervous, proud and arrogant; knowing 
his worth — all this and at the same time still magna­
nimous in the highest sense." 

22 Magarshack, op. cit.. p. 20. 

"He was so badly dressed that any other man in 
his place, even if he were accustomed to it, would have 
been ashamed to go out in the daytime into the streets 
in such rags." 
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23 Ibid. 

"For a brief moment an expression of the profoundest 
disgust passed over the young man's refined face. He was, 
incidentally, quite an extraordinarily handsome young man, 
with beautiful dark eyes, dark brown hair, over medium 
height, slim, and well-built." 

24 Ibid., p. 124. 

"Raskol'nikov, white as a sheet, gave his replies 
in a sharp, abrupt voice, without lowering his black, in­
flamed eyes before the assistant superintendent's glance." 

25 Ibid., p. 94. 

"Recalling it later, that moment was indelibly 
imprinted on his mind, clearly, vividly; he could not 
understand where he had got so much cunning from, par­
ticularly as his reason seemed to stop functioning al­
together from time to time, and as he had almost lost 
the feel of his body..." 

26 Ibid., p. 115. 

"I'm very sorry, but I only received the summons 
a quarter of an hour ago," replied Raskol'nikov in a loud 
voice over his shoulder, also getting suddenly — and to 
his own surprise — angry, and even finding a. certain 
pleasure in it." 

27 Ibid., p. 249. 

"And why are you blushing again? You are lying 
Dunya. You are deliberately lying. From female obstinacy. 
Lying to have your own way. To get the better of me. You 
can't respect Luzhin: I've seen him and I've spoken to him." 

28 Ibid., p. 318. 

"You wrote", said Raskol'nikov sharply, without 
turning to Luzhin, "that I gave my money yesterday not 
to the widow of the man who had been run over, as I 
actually did, but to his daughter, whom I had not seen 
till yesterday. You wrote that with the intention of 
making mischief between me and my family, and that was 



TRANSLATION OF QUOTATIONS IN RUSSIAN 

CHAPTER 6: RASKOL'NIKOV AS ROMANTIC HERO 

why you added your disgusting remark about the character 
of a girl whom you don't know. All this is nothing but 
base slander." 

29 Ibid., p. 419. 

"Raskol'nikov had taken a vigorous and active part 
in pleading Sonia's cause against Luzhin, although he him­
self carried so heavy a load of horror and suffering in 
his heart." 

30 Ibid., p. 120. 

"...I promised to marry her daughter. I mean, it 
was entirely a verbal understanding — I mean, there wasn't 
really any obligation on my part ~ you see, she was a 
very young girl and-er — as a matter of fact, I did like 
her rather a lot — though I wasn't really in love with 
her -er- I mean, I was young and -er- what I want to say 
is that my landlady advanced me rather a lot of money and 
-er- and the life I led wasn't quite -er- You see, I was 
rather thoughtless, I'm afraid -and- " 

31 Ibid., p. 205. 

32 Ibid., p. 326. 

"Even Raskol'nikov, though not talking himself, 
listened attentively for a time." 

33 Ibid., p. 358. 

"Porfiry Petrovich," he said in a loud and distinct 
voice, though he could hardly stand on his trembling legs, 
"I can see very clearly at last that you really suspect me 
of the murder of that old woman and her sister Lisaveta. 
For my part, let me tell you that I've been feeling fed up 
with the whole thing a long time. If you think that you 
have a legal right to charge me with the murder, then 
charge me with it. If you want to arrest me, then arrest 
me. But I shall not permit you to laugh in my face and 
torment me." 
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34 Ibid., p. 173. 

"He realized, however, that he was still weak, but 
his intense mental effort, which had reached a point of 
complete calm that comes from a fixed idea, gave him 
strength and confidence;..." 

35 Ibid. 

"He felt a slight dizziness at first; a kind of 
frenzied energy suddenly appeared in his inflamed eyes 
and on his haggard, pale, and yellow face." 

43 Ibid., p. 483. 

"You are a Schiller! You are an idealist!" 

44 Ibid., p. 497. 

"It's the Schiller in you that gets so upset every 
minute•" 

45 Ibid., p. 523. 

"His face looked ghastly from fatigue, exposure, 
physical exhaustion, and the inward struggle with himself 
which had gone on for almost the last twenty-four hours. 
The whole of the previous night he had spent by himself, 
heaven only knows where. But, at any rate, he had made 
up his mind." 

46 Ibid., p. 529. 

"It was as though a flame had blazed up in his 
lustreless eyes; he seemed to be glad that he was still 
proud." 

47 Ibid., p. 543. 

"His trial went off without any great difficulties. 
The prisoner stuck to his statement firmly, precisely, and 
clearly, without confusing any of the circumstances or 
twisting them in his own favour, or distorting any of the 
facts, or omitting the smallest detail." 
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50 Ibid., p. 434. 

"I'm not so sure that I haven't maligned myself," 
he observed gloomily, as though thinking it over. "Perhaps 
I am a man, and not a louse. I may have been in too great 
a nurry to condemn myself. I'll give them a good run for 
their money." 

55 "In a monologue setting, the hero is closed, and 
his semantic limits are strictly defined; he acts, experi­
ences, thinks and creates within the framework of what he is." 

56 Magarshack, op. cit., p. 475. 

"To him Sonia represented relentless condemnation, 
an irrevocable decision. There it was either her way or 
his." 

57 Ibid., p. 72. 

"When people are in a bad state of health, their 
dreams are often remarkable for their extraordinary dis­
tinctness and vividness as well as for their great veri­
similitude." 

58 Ibid., p. 44. 

"Well," he exclaimed involuntarily, all of a sudden, 
"what if a man isn't really a beast — man in general, I 
mean, the whole human race, that is; for if he is not, then 
all the rest is just prejudice, just imagined fears, and 
there is nothing to stop you from doing anything you like, 
and that's as it should be!" 

59 Ibid., p. 127. 

60 Ibid., p. 117. 

"The triumphant feeling of security, the feeling 
of being safe from the danger that had been weighing on 
his mind so heavily — that was what filled his whole 
being that moment; he did not care about the future, he 
did not attempt to analyze his situation, he did not try 
to foresee how to solve or avoid the difficulties and 
dangers that still lay in wait for him, he was not worried 
by any doubts or questionings. It was a moment of full, 
pure, unalloyed animal joy." 
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61 Ibid., p. 270. 

"I do," replied Raskol'nikov, raising his eyes to 
Porfiry. 

"And do you believe in the resurrection of 
Lazurus?" 

"I do! What is all this to you?" 
"Do you believe literally?" 
"Literally." 

62 Ibid., p. 328. 

"Perhaps everything may turn out all right!" 

63 Ibid., p. 553. 

"He did not understand that that vague feeling 
could be the precursor of the complete break in his future 
life, of his future resurrection, his new view of life." 

64 Ibid., p. 452. 

"After the service Raskol'nikov went up to Sonia, 
who suddenly took hold of his hands and pressed her head 
against his shoulder. This brief, friendly gesture took 
Raskol'nikov by surprise; it struck him as exceedingly 
odd: good Lord, not the slightest feeling of horror and 
disgust for him? Not the slightest tremor of her hand?" 

65 Ibid., p. 452. 

"Sonia said nothing. Raskol'nikov pressed her hand 
and went out. He felt terribly depressed. If at that mo­
ment he could have gone away somewhere and remained there 
entirely alone, even for the rest of his life, he would 
have thought himself blessed indeed." 

67 Ibid., p. 537. 

"He knelt down in the middle of the square, bowed 
down to the earth, and kissed the filthy earth with joy 
and rapture." 

68 Ibid., p. 471. 



APPENDIX 2 

ABSTRACT OF RASKOL'NIKOV AS ROMANTIC HERO IN 

DOSTOEVSKII'S CRIME AND PUNISHMENT 

The problem studied in this thesis was whether 

Raskol'nikov can be qualified as a Romantic Hero in the 

tradition of European Romanticism. 

First, Romanticism was identified as a literary 

movement which began in the late eighteenth century and 

died out toward the middle of the nineteenth century and 

also as a frequent psychological phenomenon. 

Second, the origins of Romanticism in literature 

v/ere traced. Then, Romanticism was compared to Classicism. 

Romanticism as a literary movement in Europe was discussed 

with particular emphasis on the Romantic Movement in Russia 

in the early l800's. There followed an outline of the back­

ground of F. M. Dostoevskii and the novel Crime and Punishment. 

Preceding the chapter on Raskol'nikov as a Romantic 

Hero, there was an outline of Romanticism according to Morse 

Peckham, an American scholar. Then, with Peckham's framework 

as a guide, there followed a discussion of Raskol'nikov's 

character as demonstrated by the action of the novel. Lastly, 

there was a chapter on Russian and Soviet criticism of 

Dostoevskii's work. 
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The Conclusion emphasizes that, according to the 

research done, and according to the definitions established 

by Peckham, Raskol'nikov may be considered a Romantic hero. 


