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LITERARY CRITICISM OF THE 1930S ON L. N. TOLSTOY’S TRADITION
IN “QUIETLY FLOWS THE DON” BY MIKHAIL SHOLOKHOV
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The article considers the continuity between L. N. Tolstoy and M. A. Sholokhov which is examined by literary critics
of the 1930s. The paper raises the problem of M. A. Sholokhov’s creative borrowing of story elements, techniques to create charac-
ters’ psychological portrait from L. N. Tolstoy. Literary criticism of the 1930s proposes that M. A. Sholokhov creatively reinterpreted
some of L. N. Tolstoy’s artistic devices, and so “Quietly Flows the Don” appears — a unique in its artistic power literary work.

Key words and phrases: “Quietly Flows the Don”; M. A. Sholokhov; L. N. Tolstoy; continuity; literary criticism of the 1930s.

VIK &; 82.0

This article is dedicated to the analyses of the narration of Paul Auster’s postmodern novel “The New York Trilogy”.
First of all, general and theoretical principles of the classical, modernist and postmodernist narration are presented
in the current scientific paper. Since P. Auster is the representative of American postmodernist literature, his trilogy
is being analyzed in comparison with the modernist trilogy of famous Irish writer S. Beckett. One of the fundamental
elements of postmodern narration — metafiction — is examined in the writer's work — “The New York Trilogy”.

Key words and phrases: P. Auster; postmodern narrative; trilogy; modernism; metafiction.
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POSTMODERN CHARACTERISTICS IN PAUL AUSTER’S FICTION

Paul Benjamin Auster is an author having a unique voice in modern American Literature. In many ways, he is one
of the artisans determining the major development direction of modern literary and artistic process in public literary
speculation. The most important feature of the author’s oeuvre is connected with his skillfulness in many different types
of art, as well as his attempt to combine all of them synthetically: he was a poet and writer, playwright and screenwriter
and acted as an interpreter — tried his pen in all the areas mentioned above and gained some relevant achievement. Owing
to his versatility, different artistic styles and techniques are observed in the works of Paul Auster and moreover, the uni-
versality of the author’s individual style consequently led to the formation of a postmodernist writer. Due to this univer-
sality, the literary heritage of Paul Auster draws attention with his being able to portray the most urgent, the most radical
and painful problems of American reality, as well as with the diversity and variability of his ways of expression.

P. Auster’s attitude to the modernist tradition differs sharply from the perspective of the other postmodernist
writers towards their predecessors. As a matter of fact, “everything in everything” that seeks to embody the whole
world, forms the basis of relationship of the art towards the reality. Modernists had repudiated from this principle —
defining the context of the art since Aristotle’s period and had divided them into the components to emphasize “eve-
rything”; as it is well known, the aesthetics of the classical art requires not only the unity of the literary work but al-
s0, its component parts and only in cases of following this principle, the assumption of providing unity was made:
all the elements of the artistic work with obeying inevitably to the centrifugal forces are able to provide the unifica-
tion of the structures [4, p. 1]. Modernist artists do not deviate from presenting “the intact” in an odd mode and
in this way they were trying to prove “the intact” being away from the maturity or organic unity. This feature
demonstrates itself distinctly in the art exhibits that generated on the basis of Cubist, Dadaist or Surrealist concepts.
Characters in a literary text exist through narration, but in postmodern literature, mimesis is toned down, and their
narratives are often fragmented, contradictory and challenge the readers' ability to perceive the characters as personae.
Having faced the necessity of analyzing the principles critically — as catching up with the modernist predecessors’
heritage and with their embodiment of the principles of reality, P. Auster strives to gather the pieces of the literary
“intact” in his creativity and uniting them under the laws of the post-modernist poetics. To carry out this difficult
mission P. Auster considers “intertextuality” the most effective and efficient means in postmodern criticism, that is
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to say, for restoring the lost integrity the writer attempts to bring together the notions, which were created by the art
throughout the history. However, it is also true that the author essentially does not use all the available resources
at the same level; American writer treats warmly to the modernist sources, takes advantage of them directly and uses
all relevant details. However, his appeal to the classical resources is alike in somehow in the mode of filtered
through the modernist machine and presented in the edited version. Therefore, P. Auster’s postmodernism in Ameri-
can literature is the modernism having been “modernized again” according to the postmodern principles;
the modernism adapted to the requirements of the late 20th and early 21st century literary styles.

Obviously, the theorists of postmodernism justify all of them — literary and artistic concepts established in previ-
ous periods (such as romanticism, realism, modernism, popular literature and so on) and even various fields of hu-
man thought (as philosophy, sociology, political science, aesthetics, psychology or psychoanalysis, etc.) colorful,
in terms of style of expression, but also semantically incompatible with each other, besides without changing
the texts of the different facets (this is basically due to the refusal of any editing work of postmodernist poetics),
speculating from the provisions of this theory the artists, in the process of consolidating their resources taken from
various sources, do not seek their organic unity, refuse to misappropriate “the centrifugal” texts and express their
opinions by means of post-modern irony. The researchers of postmodernism ascribe such an eclectic approach star-
ting from the post-modernist text or the style of embodiment to the content of the literary work and explain this with
the clarification of all the creative methods of postmodernism towards their means of expressions. Starting out from
such colorful, different oriented principles of poetics P. Auster elucidates it with a lack of any hierarchical order
within literary and artistic samples which are the manifestation of human life: the elements making up the reality
of his thought are equally possible and have the same value. Auster experiments with form and narration of the no-
vel, creating compound, multi-layered or polyphonic narrative structures with complex characters. Such novels re-
flect his special relation to reality — either by fictionizing it in an alternative way or by criticizing it and making
it cruel or shocking. In terms of hybridity, the mixture of different narrative approaches, techniques and voices, and
also of different genres can often be found in Auster‘s novels [8, p. 3]. P. Auster, performing from the non-
hierarchical assumption of Holland scientist named D. Fokkema repudiates from the purposeful choice of the lin-
guistic and other narrative elements in his literary work. Therefore, it leads to the refusal of readers having interpret-
ted the text according to any objective laws suggested by P. Auster. The principles of narrative fiction which P. Aus-
ter displays in his works, in most ways reflect fundamental provisions of postmodernism, in some cases are distin-
guished by their originality. P. Auster’s novel “The New York Trilogy” with its being leading work of postmodern-
ist aesthetics is more typical for the analysis of post-modernist poetics.

According to some experts American post-modernist writer P. Auster has written this novel on the basis
of the motives and effect of Samuel Beckett’s trilogy of the novels “Molloy”, “Malone Dies” and “The Unnamable”.
Therefore, P. Auster’s novel is not more than the reference to the trilogy of the Irish artist written in the first half
of the last century, as well as the most influential postmodernist citation. P. Auster tries to misappropriate post-
modernism both in shape and context of S. Beckett, who in his turn strives for taking possession of modernism.

P. Auster does not deviate from portraying the existing details of the different types of art in the novel of S. Beckett
directly, he inflicts no formal or semantic changes, almost restating them at the level of plagiarism. Additionally,
in the introduction of the modernist writer’s novel, a nude man is depicted who is isolated from the entire world, sit-
ting in an empty room and busy with constant writing. He was born to carry out one mission only: he has to write
in a continuous manner. As with other types of art, in the art of fiction as well the author’s essential duty is to embody
human being as a physical and spiritual creature; just in this case, it is possible to portray him/her in all his/her com-
plexity and contradictions as well as to reveal colorful manifestations of his/her nature. However, proceeding from
the principles of modernist poetics, S. Beckett’s “hero” is reduced to merely one feature — writing. That is to say, here
the writing process is represented not as a symbol of contacting to the world or communicating but as a symbol
of severing all ties and relations. Just like the protagonist of S. Beckett, the hero of P. Auster Daniel Quinn (from
“The New York Trilogy”) also writes day and night. He is also busy with writing, but with literary writing. As the pro-
tagonist in Beckett’s Molloy Quinn has lost his man image, all his fortune and was deprived of his apartment. Yet,
both Beckett and Auster’s speech or writing, words and letters are needed as a sign of the boundary (including social),
as well as the opportunity to go over the border [1, para. 8]. The comparison of Irish and American artists' works dis-
closes two poetic systems, including the difference between two narrative methods; in modernist writer's novel the hero
is awarded according to the absurd nature of dreaming, though P. Auster’s hero does not get any prize for his writings.

Since, the narration in the trilogy of S. Beckett awakes owing to the delusions or constant pronounced voices
and words of the deprived of all human qualities, moribund character, and the hero of P. Auster complies with
the principles of narrative — the concept of written speech that is adequate to the artistic expression of the post-
modern way of thinking.

In this respect, when it is compared, the modernism of S. Beckett, the post-modernism of P. Auster take the same
stance on the interpretation of human existence, i.e., in terms of the main ideas — both novels are quite close to each
other. However, in terms of the embodiment of this idea, the writers utilized different artistic methods, which are quite
opposite to each other. These peculiarities result in referring the modernist and postmodernist artists to two distinct nar-
rative principles. In the art of literary and artistic expression the narration of Beckett on the one hand expresses the peak
of the artistic expression style, on the other hand denotes the end, in future implies no point in having a perspective
on development; actually, his “anti-narrative” literary style is characterized with the fragmentation and disintegration
of the syntactic relationships as well as with the disappearance or the violation of cause-and-effect relationships.
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Obviously, P. Auster repudiates from the extreme points of modernist style based on “the delirium” poetics
by S. Beckett, transforms it into the comprehensible postmodernist narrative language and the reader is actively in-
volved in the communication process, besides the writer widely uses traditional methods of the classical realism.
Moreover, having mastered the poetics of modernism, but being post-modernist P. Auster principally rejects the ad-
herence to truth and using all the poetical opportunities of post-modernist narration emphasizes this artificiality and
tries to draw our attention. For instance, in this novel the writer utilizes one of the key elements of the post-
modernist work and very skillfully practices basic designs implying that it is fake metafiction: the author of the novel
is presented as a hero of the novel; to enter into dialogue with the author of the hero, hinting to him; to write another
novel inside the novel or turning this reading to an event and so on [5, p. 268].

P. Auster expresses his artistic philosophy, principles and ideology just with the preliminary sentences of “New York
Trilogy”: “It was a wrong number that started it, the telephone ringing three times in the dead of night, and the voice
on the other end asking for someone he was not. Much later when he was able to think about the things that hap-
pened to him he would conclude that nothing was real except chance. But that was much later. In the beginning
there was simply the event and its consequences. Whether it might have turned out differently, or whether it was all
predetermined with the first word that came from the stranger's mouth, is not the question. The question is the story
itself, and whether or not it means something is not for the story to tell” [3, p. 3].

Now in this introduction of “New York Trilogy” from the angle of vision set, a number of rooted problems
of P. Auster’s literary heritage find their incarnation. It is likely to cause the creation of chaos in the thinking style
of narrator, the sayings of a man who got wrong with the address; thresholds are breached among the past, present,
and future, the cause transmits into the result, and the result turns into the cause as well, on the one hand they are
introduced as absolutely tiny items with having not of great importance, on the other hand, it is presented as the con-
text of the events demolishing all thinking modes of the narrator.

The author depicts a method already used in modernist narration — a variety of events, and emphasizes the possi-
bility of development in the opposite direction. Additionally, P. Auster states that the author has no responsibility
for the flow of happenings in accordance with the principles of postmodernist poetics: unlike the divine status re-
flected in the classic realist fiction, the author in the post-modernist work is one of the ordinary players on the back-
ground of the story: this author does not have accurate information about the causes of the events and does not bear
any responsibility in relation with the way in which the events will take place.

P. Auster in his story for understanding the reality especially the truth about human nature has practiced success-
fully the iceberg technic of one of the towering figures of the 20th century literature, Ernest Miller Hemingway.
However, P. Auster has not utilized the iceberg technic of his great predecessor directly; the writer used the mecha-
nism according to his post-modern philosophy just practiced it as the metacitation. Yet, it should be noted that,
whether E. Hemingway’s “iceberg” — the metaphorical expression reflecting the poetics of “implication”, including
the top layer of the text is several times smaller than the inner part of the text, if between these layers there is an ex-
tremely intensive relations system and the layers are guided to clarify each other, in the narration of P. Auster,
the relations between the two layers are extremely vulnerable, each layer actually exits on its own, semantically they
are diffused and their artistic and aesthetic parameters, the events and objects of the reality are difficult to determine.

As can be seen, in his early career Paul Auster attempted to replicate the traditions of modernism; however, later
formed a creative attitude to the artistic heritage of the world literature and was able to personalize it. Supposedly,
having applied modern literary technics extensively, American artist was not entirely ‘enslaved’ by those technics,
moreover, endeavored to defeat the limitedness and indifference specific to modernism. Therefore, the author suc-
ceeded in embedding the postmodern fiction with the painful existential problems of the last two centuries and in-
troduced a new fiction mode to literary theory. The author in his later works continued to rely on the postmodernist
narrative principle and attempted to distinguish its major regulations.
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HOCTMOJEPHUCTCKAS XAPAKTEPUCTHUKA TBOPYECTBA I1IOJIA OCTEPA
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JlaHHas cTaThs MOCBAIEHA aHANIM3y MoBecTBOBaHMA pomaHa [loma Octepa «Hb}o-l7lop1<01<aﬂ Tpunorus». [Ipexne Bcero, B 310
Hay4JHOU paboTe mpejacTaBiIeHbI OOIIME M TEOPETHYECKHE MPHHIUIEI KIACCHYECKOT0, MOAEPHUCTCKOTO U MOCTMOJEPHHCTCKOTO
noBectBoBaHus. Tak kak II. Ocrep sBiseTcs mpeacTaBUTENEM aMEPUKAHCKOW ITOCTMOJICPHUCTCKOW JIMTEpaTyphbl, €r0 TPHUIOTHSA
CpaBHUBAETCA C MOJEPHUCTCKOM Tpuiorue u3BecTHoro upnanackoro nucarensi C. bekkera. OnuH U3 caMbIX OCHOBHBIX DJIEMEHTOB
IIOCTMOJIEPHICTCKOIO OBECTBOBAHMS — METAIPO3a — AHATH3UPYETCs B POU3BeeHHH mucatens «Hpro-Mopkckas TpHIorusy».

Knrouesvie cnosa u d)pasw: I OCTep; MOCTMOAEPHUCTCKOEC ITOBECTBOBAHUE,; TPHUJIOTUs; MOACPHU3M; METAIIPO3a.

VK 8; 821.161.1

B ecmamve packpwisaemces ceéoeobpasue peanruzayuu memvl 110068U 8 NPOU3BEOCHUSIX PYCCKUX NUcamenel 6mopou no-
noeunvl XX eexa. Aemop ananuzupyem npoussedenus «copoxaremmuuxy (A. Ilpoxanos, A. bumos, B. Muxanvckuii),
NOKA3b18ds 8 HUX CheyupuKy u300paxicenus 110068U-cmpacmu, U CpasHugaem ux ¢ npou3eedeHuamMuy nucamerneil «oe-
PEBEHCKOlL npo3bly, 8 uacmuocmu ¢ nogecmoto B. Benosa «Ilpugviunoe 0enoy, 0ends bi600 0 mMoM, 4mo MoabKO
Y HOCAEOHUX 110008b NPEOCMABend KaK 0YX08HO-HPABCMBEHHOE 4)8CMBO.

Kniouegvle crnosa u ¢paszwi: A. Tlpoxanos; A. butoB; B. Muxansckmii; B. benoB; «copokaneTrHuey; T000Bb;
JOO0BB-CTPACTB.

EBnoxnmoBa Mapuna IlerpoBHa, k. ¢wion. H.
Apmasupckuii 20cyoapcmeenublil nedazo2uteckuli yHugepcumem
evdokimova.m.p@mail.ru

CBOEOBPA3UE PEAJIM3ALIUN TEMbBI JIObBA
B MPOMBBEJEHUSIX PYCCKUX TUCATEJIEM BTOPOU ITIOJIOBUHBI XX BEKA
(A. TIPOXAHOB, A. BUTOB, B. MUXAJIbCKHMHU, B. BEJIOB)

JIto60BE B MUTEpATypHOM NPOU3BEICHUH MOKHO CUHTATh TOWU c(epoil deroBedecKUX OTHOIICHUH, B KOTOPOit
HauOoJIee MOJHO PAaCKPhIBACTCS JIMYHOCTh Tepos. B mpose A. [IpoxanoBa npeobiagaer Jit000Bb-CTPACTb, TJIaBHBIH
Tepoii JaIe UCTIBITEIBACT TOJIBKO (PH3MIecKuii MHTEpeC K )KCHIIMHE, BOCTIPUHIMAs €€ Ha BHEITHE-TEIECHOM YPOBHE.

I'maBHbIit repoit pomana A. TIpoxaHoBa «BpeMst MOJIIEHBY — SHEPTUYHBINA, JACSITeIbHBIA CTOMUYHBIA IKOHOMHUCT
KoBpuruH — siBrsieTcst nmpencraBuTeneM HOBOH npodeccnn 3moxu HTP — skoHOMUUeckoit nporHocTuku. B mporiecce
CIOXETHOTO pa3BepThIBaHUs KOBpUTHH 3HAKOMHUTCS ¢ MOJOABIM BpauoM Ombroit KupnnnoBHOM, UX CBOIUT COBCEM
HEpOMaHTHYECKast CUTYyaIs — 00JIe3Hb repost. UyBCTBO, BOZHHKIIEE MEXIY HUMH, IPO3aUK CTPEMHTCS W300pa3uTh
B opeosie OypHO pasBuBatorieiicss HTP u TopskecTBa MammuHON dcteTrku. Tak, o0bsicHenne KopurnHa u Onbru
MIPOUCXOINT B ANEKTPUIECKOM II0JIe BHICOKOBOJIPTHOW JIMHHUH, KaK OBl OCBemaromed ux OyIyIIyl0 COBMECTHYIO
JKU3Hb. DTOT AMU30] MHOTUE KPUTUKU BOCIPHUHUMAIOT KaK Mapoauto. X04eTcsl BO3Pa3UTh U OTMETUTh, YTO YyBCTBA
MTOKUIIOTO, CTPAJAIONIETO cepAeuHbIMHU npuctynamMu KoBpurrnHa k 1oHOH kpacaBuiie Onbre mogaHbl B CBETE TEOPUHU
0 €/IMHCTBE YeJIOBEKa, NPUPOAbI M TEXHUKU: HET CTapOCTH U IOHOCTH, a €CTh TOJBKO IPOAOJDKEHHE, OECKOHEUHOE
pa3BuTHE, 03HAYArOIIee OECCMEPTHE BCETO CYIIIETO.

Ho ecTs B pomaHe U 3mu30[, KOTAa 3TO TPHEAUHCTBO Ha BpeMs Hapymaercs: «Kospurus u Oibra BBIIIIH, YTO-
HYB II0 KOJICHO B cTeOIIsiX. JIBepIia 3axJIONHyIach, 3allelB KPacHBIA [IBETOK. BepTosner B3MbLI, rcye3as, yHOCS [IBe-
TOK B mojgHeOeche» [5, c. 104]. C 3TUM BEpTOJIETOM HCYe3aeT TEXHUKA, OCTACTCS TOJNBKO MPHPOJIA U YEIOBEK, U TepOr
MOTPY>KAIOTCA B MUP HAcTosIeH npupoasl. OHM HaXOJATCS B JEPEBEHCKON M30€, KOTOPOil dyX/1a COBpeMEHHAas TeX-
Huka. A. [IpoxaHOB oOpamaercst K TpaaulusiM PYCCKOTO (OIBKIIOpa, OTHANSS CBOUX T'ePOCB OT IUBIIIM3AINN. DTH
CTpaHMIBI pOMaHa MPOHU3AaHBl HEKHOCTBIO U JTHPU3MOM. [10100HO MpencTaBUTENAM «IEPEBEHCKOM MPO3BI», MHCa-
TeNb 3amevatiie]l KpEeCThIHCKUM OBIT, HO BOT TOJBKO HET B pomaHe A. IIpoxaHoBa TO¥ CBIHOBHEH JIIOOBH K «MaJIOn
poanHe», KOTopas NPUCYTCTBYET B Mpom3BeneHusx B. Pacmytuna, B. benoa, ®@. AGpamoBa, B. ActadneBa. Cre-
JIYIOITMH TTacca)k 3TO CO BCEH OYEBHIHOCTHIO MOATBEepkaaeT: «Cpenu JIoe, ¢ KOTOpBIMH NpHUATHO. EcTh 0 9eM mo-
TOBOPHUTH. A TO oamyai o u3dam-1o...» [Tam xe, ¢. 181], — MPOM3HOCHUT MPOXaHOBCKUIA repoid. JlymaeTcs, 4To mpu-
BEJICHHAsI HAMH ITUTaTa He TpeOyeT KOMMEHTapHeB.

UYenoBek, BCIO JKU3HB MPOXKHUBIINK OOK 0 OOK C TEXHHUKOHM, HE MOXET JOJITO HAaXOIHUTHCA CPEOu TPUPOJIEIL.
U Onbra ¢ KoBpuruHeIM BO3BpaIalOTCsl B OJIArOYCTPOSHHYIO KBapTHPY, Tl COBPEMEHHAs] TEXHUKA MPOHHUKAET
B JOMAIITHUH OBIT, KOTOPBIH CTAHOBHUTCS MPEIMETOM €€ IPUIOKEHUSI. B3aMMOOTHOMICHHS STUX JIOACH SBISIOTCS
OCHOBHOM CIOKE€THOH JIMHHEN poMaHa.

Omera mpenana cBoeil pabote, KOTopasi 0OSI3BIBACT TIOMOTATh JIFO/ISIM, CIMTAECT CBOMUM JIOJTOM IIOCBSITUTDH KH3HB
MaIyeHTaM, HO, KaK U J1ro0ast )KEHIMHA, X04YeT, 4TOObI 3a00THiNCh 1 0 Hel. OHa uckpeHHe moouT KoBpuruHa u mei-
TaeTcs eMy HoMo4b. B pomane Ounbra kak pa3 u sBISICTCS BEIpa3UTENIeM JTF00BH KaK JyXOBHO-HPaBCTBEHHOTO UyBCTBA.
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