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FROM T#E EDITOR

The yeow 2017 wwwks the 41% owvmniversawy of the
Department of Russiownv and Compawative Literature
that was established in 1976 as the Depawtment of
Russion. Since thew the Department has made
significant progress v the fields of Russion and
comparative literawy studies. The yeowr 2017 as well
mowks the 30" anniversowy of ouwr Departmental
researchv jowrnal that was established in 1987. To-
mowk these significant milestones we are proudly
presenting before yow the 17™ issue of owr jowrnal
“Assonance - A Jownal of Russian and
Compavative Literory Studies” inv o new avator. The
cuwrvent issue has 23 awticles contributed by scholars
from Russiv and India, and writtenw inv Russiow
and Englishy ow vawious aspecty of Russion studies
and comparative studies. For the furst time we have
included, o interview of the celebrated Russion
literawry critic and the chief editor of the jouwrnal
Voprosc L iteratury Igor Olegovich Shaitanov.

The 17" issue of Assonoance hasy received
overwhelming support from the contributors frow
Indiv and Russio and has included ouwticles
contributed by scholows of eminence asy well as
emerging scholowrs. We arve indebted to- each and
every contributor for evwiching the content of the
Jouwrnal withv their valuable research awticles. This
isume has articles dealing with Historical fictionw v
Russionv  postmodernist  literature, late Neo-
Victorionw English fiction, Russion fairy tales and
their translation; Concept of freedom inv Aleksandr
Solzhenityywy poetics; Problems of trovulating
biblical phwases from Russiown into- Hindi, Problems
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of trawuslating Zoshchenko- into- Hindi from Russian,
Contrautive study of Russionw and Maithii
groamwmowr, Patriowchy inv Nabokov'sy Lolitm, Russell
Hobaw's Riddley Walker, Femininity, India throughv
the Frenchv trowvelogue of Nicolas Bowvior, Thomas
King, Mahasghwetor Devi; Compavative study of
Khushwant Singhv and Bapsi Sidhwa, Romeshv
Gunesekera's Heawvewy Tdge, Nikolai Koliado's
Muwrlinv Moorlo; Cultuwral resistance inv Janapriyw's
novels, Baltic resistonce of Soviet Russification
Racism inv Quebec;, Tcocriticism et al.

We express owr deepest sense of gratitude towawrds
the authorvities ond the administration of the
University of Calicut for their continual financial
support and patronage i the endeowowr of
publishing this jouwrnal.

We are as well grateful to- the Boowd of advisors for
providing timely input regowding quality of the
awticles and publication of the journal. Last but not
the least, we ave thankful to- all those who- rendered
their support towawrds bringing out this issue
successfudly.

With best wishes of the New Yeawr 2017

The Editor
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NCTOPUYECKAA ITPO3A B IIOXY
IMNOCTMOAEPHHM3MA

Ipo¢. A.I'KoBanenko

HISTORICAL PROSE DURING THE TIME OF
POSTMODERNISM

Prof. (Dr.) A.G. Kovalenko
Peoples’ Friendship University of Russia, Moscow, Russia

Annotation: The present article deals with the genre of historical
fiction during the age of postmodernism in Russian Literature.

Keywords: Historical prose, postmodernism, new literature,
alternative history

B mocTcoBeTCKHMe rofibl XyI0KECTBEHHOE OCBOCHHE COBETCKOW HMCTOPUU
MpeTepIIeIIO 3HAYUTETbHOE U3MEHEeHHE. [IepeMEeHbI KOCHYIIUCH HE TOJIBKO
Marepuana, HO, MPEKIC BCErO MPHUHIUIIOB U KPUTCPUCB OLCHKU CaMOi
UCTOpuU. Pe3kuil MOBOPOT B KMCTOPHUYSCKOM TMPO3€ HAYajCs Kak
CJIEJICTBHE MIEPECTPOCUHBIX MPOIIECCOB B CTpaHEe B cepenuHe 80-X TOMOB.
OH OBUT OTMEUEH MOINHOM BOJHOW MyONWKaNWK —«3aaep>KaHHOM
JUTEPaTyph», KOTOPBHIH 3acCTaBWJI II0-HOBOMY B3INIIHYTh HAa MHOTHE
SMU30bl M  JIMYHOCTH  COBETCKOM  uctopuu. JlomMuHUpYyromei
0COOEHHOCTBIO HW300paKeHHS TMPOIIIOTO OB €€ pa3zoonauumenbHulil
naghoc, BBI3BAHHBIA PAa3NWIHBIMU IPHYWHAMHE, CPEIU KOTOPBIX MOXKHO
OTMETHUTH 3aJiepKaHHyI0 WHepruto oTternenu 50-60-x romoB. PoMaHbI
B.I'poccmana, B.dynunneBa A.Comxenunbina, A.PribakoBa, A.Beka,
J.Ipanuna, mpyrux mHcatreicid CTald MEPBOOTKPHIBATEISIMA TEHEBBIX
CTOPOH HCTOPHYECKOTO Iporiecca, 00paTHOI CTOPOHBI mapaaHoro dacana
uctopuu. Ha pybexe 80-90-x To10B MX MPOU3BEACHUS BOCTIPUHUMAIIHCH
KaK HUCTOpUYECKas TNpaBla O KYIBTe JHYHOCTH, Jarepsx, Benukoi
OTEUYECTBEHHON  BOWHE, BO MHOIOM  Omepekas OOBCKTUBHBIC
HCCIICIOBaHASA MPOGECCHOHANBHBIX HCTOPHKOB. OHHU  BBITOIHSUIIN
OTPOMHYIO TPOCBETHTEIBCKYIO 3a/ady, 3aMeHsas Mu( MomIMHHON (C
TTO3WITUHU aBTOPA) UCTOPHUECKON KapTHHOM.

OpHako TO Mepe YMEHbBIICHHS MOTOKAa 3aJEpKaHHBIX IyOImKanui,
cnajgana W pa3oOnadunTerbHas TOHAIbHOCTh. Ha cMmeHy el mpuxoamia
WHas HCTOpUYECKas Ipo3a, OCTHIBIIAs OT KpuUTHYeckoro nadoca u
OCBaMBaBIIas HCTOPUYECKUI Marepual B pycie HOCMMOOEPHUCHICKUX
npunyunog. HoBas mureparypa 90-x romoB, oOpamaBmiascs K
HUCTOPHYECKMM TEMaM OTKa3blBalaCh OT H300paXEHMs IPOILIOTo ¢
MO3ULUN UCTOPU3MA, C MO3ULMH PAlMOHAIBHOIO MOHUMAHUS JABMKECHUS
UCTOpUU. Y TPATHUBILAS OPHUEHTUPHI MBICIbL HCKala OMOPY B Ka3aBLIEHCS
a0CypIHOM IEeHCTBUTENILHOCTH W HAXOMWiIa €€ B HCTOPHUYECKOU
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MeTtadope, T.e¢ HEKOH CXeMbI, OOBSCHSABIICH MUp C IMMOMOIIBIO CIOXKETa U
MHOCKa3aTeNbHBIX 00pa3oB. Takume meradopsl co3maBanu B.lleneBun
(«Kentas ctpena»), B.Makammn (JIa3»), A.butoB («Oxumanue
00e3bstH»), B.11lapos («Jlo 1 Bo BpeMs»).

JlanpHeliee BIDKCHHWE JUTEPATYPhl TNPOHCXOAMIO B HANPaBICHHA
YCHJIEHUSI NCTOPHYECKOTO HHMTHMIM3MA, «OT HOMBITKH XyIOXXECTBEHHOTO
OCBOGHHUSI HCTOpUM dYepe3 Meradopy — K ee pasapoONieHHI0 H
KapHaBaJbHOW NEPEKOANPOBKE. BepHyIHCH K TOMY ke, C 4ero Havyajau — K
He3Hanuto». (MBanoBa, c¢.185) Mcropusi m ucropuyeckue NepcoOHAINH
CTalM TPEAMETOB pAa3IMYHBIX MIPOBBIX MAHUITYJISLUA BHE BCSKUX
UAEONIOTHYECKUX KoHIenuuii — B pomaHax B.Copokuna, E.Ilomosa,
A.KoponeBa. CBoOojHass wurpa B  «UCTOPHYECKHHA  TACBSHC,
MOCTMOJIEPHHUCTCKAS JEKOHCTPYKIHS COBETCKUX MICOIOIMIECKHUX KITHIIE
CTaJM MPOSIBICHUEM [ETIONUTU3AINN W JIEHJICOIOTH3ALUHN JTUTEPATyphbI,
OCBOOOXJICHHSI €€ OT BIACTH BCEX M BCSIUECKHX KPHTEPHEB.
PazowapoBaHue, CKENCHC, yTpaTa CMbICIAa B HCTOPUH TPHUBOIAMIH K
YTBEPKACHUIO HOBOTO KPUTEPHS: NMOCKOIBKY MCTHHBI HE CYILECTBYET, TO
WCTHUHHA JIMIIb 42pa B OTHOCUTEJIbHBIC NCTHHBI. VicTopus mpeBpariiach
B JIeKopauuio, Ha (oHEe KOTOpPOH pa3bIrpHIBAINCE MH3aHCLCHBI,
JIUILIEHHBIE TOUIMHHOTO HCTOPHUYECKOTO COJIEPHKAHUS.

Otpaxenue wucropun B 90-e IT., NOPUMEHHUTENBHO K «MaccoBOM’
JUTEpaType», NPUHUMAIO pasHele oOmmubs. Kputnk B. MscHukos,
aQHAJM3UPYsI ITOCTCOBETCKYIO HCTOPHYECKYIO OCIJIETPUCTKY, BBIACINII
HECKOJIBKO HAamNpaBICHWH U kaHpoB. IloTpeOHOCTH B 0OBIBATEIHCKOM
UHTEpece K MOAJIMHHON HCTOPHU TOPOAHMIA K JKU3HH KOMMEPYEeCKux
ucmopukog, BpoAe aBTOpoB pomMaHoB «Jlemokom» B. CyBopoBa wumm
«Taitna Bropoit muposoii» b. CokonoBa. PacmpocTpaneHue MOTyYIHIN
XpoHobeniempucmuxa, SKCIUIYaTHPYIOIIAs «HOBYIO XPOHOJOTHIO» A.
®omenko u I. HocoBckoro, u pycckas @onvk-xucmopu — MaccoBas
ucTopuyecKas OeNJIETPUCTHKA, pacCUWTaHHas Ha YHUTATENs, HIIYILEro
pas3BiedeHuil. «DoNbK-XUCTOPU — SIBIEHHE MHOTOIPaHHOE, - OTMedaeT B.
MsicaukoB. — TyT ecTh 1 Oy/bBapHBIi aBaHTIOPHBIH POMaH, U CaJIOHHBIH,
U KUTUHHO-MOHAPXUUYECKUHN, U NAaTPHOTHUECKUN, U peTpoaeTekTuB. Kak
MOJIOXKEHO MACCKYIbTY, BCE OHU IOAPA3yMEBAIOT HEMIACHBIN JOTrOBOP
aBTOpa C 4YUTaTelIeM. 10 eCThb BCE UHMTATENbCKUE OXMIAHUS JOJKHBI
OBITH YIOBJIETBOPEHBI, (PMHAI HpenCcKa3yeM, NCTOPUYECKHE CIUIETHH U
aHEKJOTBl  00s3aTeNbHO TIepecKa3aHbl, a Harpy3ka Ha MO3TH
MUHUMaJdbHa. McTopmueckwii aHTypak B TIpenenax OaHaIbHOU
spymaurumy. (Mscaukos, ¢.151) VIMeHHO B TakoM Kitode paboTaer, 1o
MHEHHUIO KPHUTHKA, TOIYISPHBIA aBTOP «CalOHHOW (ONBK-XHCTOPH» O.
Pansunckuii. Y3nar0Tcd MHOTOYMCIIEHHBIE TEMaTHUECKUE CEpUU BpOAe
«PropuxoBuumn», «PomanoBel» , «CnaBa», «Pycckas Amepukay.
Pa3HOBUIHOCTBIO 3TOTO UTEHMs SBISETCA MPOeKT b. AKyHHMHA, KOTOPBIi

2
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«paboTaeT MO TOTOBBIM CXeMaM, COCIWHSS IMAOJOHHBIE OJIOKHM CBOETO
poa JTUTEepPaTypHOTO KOHCTPYKTOPA «Iero». IIepeHOCUT MpeacTaBICHHS
HAIIIETO BPEMEHH B IPOIILIOEY.

Poman JI.beikoBa «Opdorpadus» (2003) — yBomut yutarens B 1918 .
Ero Mo)XHO OBUIO OTHECTH K JKaHPY COLUAIbHO-UCTOPHUYECKOTO pOMaHa,
ecan Obl He Ta WM30BITOYHAs CBOOONA BBIMBICTIA M HMHTCPIIPETAIUH,
KOTOpasi Bcerjia CBOMCTBECHHA BHIKOBY.

[TosToMy paccienoBaHuWe KOHKPETHOrO COOBITHSI IIEpBOrO  Toja
Coserckoii Biactu nepepacraer B CBOOOIHBIH XOp MHOTHX TOJIOCOB. DTO
JIall0 OCHOBaHHUE aBTOPY OMNPEAEINTh B IOA3Aar0JIOBKE CBOIl poMaH Kak
«pOMaH-oIepy».

XoTsi B OCHOBE pOMaHa JIC)KUT JIOCTOBEPHAsI CUTYalusl, IPOU3BEIACHHE
SIBIISICTCS TIIOIOM ITOJTHOM CBOOOIBI aBTOPCKOTO BOOOpakeHusI. BriMbICe
U JIOCTOBEPHOCTh TECHO MeEpeIuieTeHbl B Tyroi y3en. Ha camom nene
BCET0 3TO HE OBII0, HO MOIJIO OBI OBITH.

Poman oxuBiisieT aBaHTIOpPHBIN CrOKeT. JleficTBHEe poMaHa MPOUCXOAUT HE
tonpko B Iletporpame, Ho m B KpbiMy, Te B 3TO BpeMsi HACTYIMIO
CMYTHOE€ BpeMsl, IOJIHOE (hPaHTACTUUECKUX ITOBOPOTOB M CMEHBI BIIACTEH.
B 3ToM cMeicne croxeTHble TMHUU ST U TaHM CHJIBHO HaNOMUHAIOT
armocdepy «XoxaeHui o mykam» A.Toscroro.

«OmnepHasi»  YCIOBHOCTh  pOMaHa BO  MHOTOM  ONpEIelseTcs
[IPOU3BOJBHBIMU  MOBOPOTAMH  CIOXKETHBIX JIMHUH M CTOJNb  Ke
MPOU3BOJBHEIME TIOCTYITKAMH JCHUCTBYIOIIMUX JHI. HHTpUra MHOTHX
SIU30/I0B ICPKUTCS Ha HEOXKHUTAHHOCTH COOBITHS

B coBpeMeHHOW UCTOpWYECKOW Tmpo3e Bce Oosiee  YIMHSIOMIASCS
BpeMEHHAs IUCTAHIMS CO3JacT II0JIE aBTOPCKOM BHEHAXOIUMOCTH, B
KOTOPOM aBTOP II€PECTaeT OBITh MPUCTPACTHBIM CYAHEH COBPEMEHHOCTH.
N3o0pakaeMble UM HCTOpUYECKHE KOH(MIUKTHI Bce Oojiee yTpadnBaroT
OMHOCTOPOHHIOK) ~ BaJICHTHOCTh W  CTAHOBATCS  ITOJIMBAJICHTHBIMH.
PazoOmaduenue cMmeHseTCs TOMBITKOW TOHSATH BpeMsi BO BCEH e€ro
CJIIOXKHOCTH, 2 UCTHHA 00peTaeT MHOITOMEPHOCTb.

UeM nanplie yXOJUT B MPONUIOE TO WM MHOE HCTOPHYCCKOE COOBITHE,
WM Ta VI UHAS UCTOPHYCCKAs 3M10Xa, TEM C OOJBIITUM OCHOBAHHUEM OHO
CTAHOBUTCS JJI MHCATENCH OOBEKTOM ASCTCTUYCCKUX MAHUITYIISIIHIA.
[Mucarenp yxe He HMINET — KaKk paHbIIe — CHOco0a BBIPA3UTh WCTHHY
XyJIOXKECTBEHHBIMI cpeAcTBamu. OH TONaraeT, 4YTo HCTHHA JHOO YkKe
HalifieHa, U HE MMEET CMBICJIa €€ 3aHOBO OTKPHIBATH, JINOO €€ BOOOIIe
HEBO3MOXKHO BBIPa3UTh, & TIOITOMY K HCTOPUYECKOMY MaTepHally Hajo
OTHECTHCH COBCeM mHave. OH CTAaHOBUTCS BCETO JIUIIh MaTEPHAIIOM IS
TOTAJILHOM M 0€30TBETCTBEHHOH HT'PHI B HCTOPHIO.



Assonance, No.17, January 2017

OHa CTaHOBUTCS 0OBEKTOM JIJISt PII‘pOBOfI MaHUITYJIAUH, KOTOPYIO MOXXHO
CBECTHU K TPEM BUIOAM:

1. Wcropuueckuii MaTepuan — BCETO JIMIIb JEKOpallvs, CO3IArOIast
BITEUATIICHNE TTONTMHHOCTH, HO UMEIOIasi COBCEM WHYIO LIeJb — MPHIATh
aBaHTIOPHOMY  CIOKETy  JOoCTOBepHbIH  (¢oH. Tak  mosBisercs
PETPOAETEKTUB, KIIACCUKOM KOTOPOTO HECOMHEHHO siBNisieTcsi b. AkyHUH.
B yroay uurarento, HCTOpUS CTAHOBUTCS BCETO JHILb «CIYXAHKONW» WIH
IPUIIPABOW» CIlOXeTa. B 3TOT psal MOXHO IMOCTaBUTh U MEPMCKOTO
nucarens A. MBaHoBa ¢ ero pomanom «3010T0 OyHTay. Takum oOpa3om
co3faercsd  ICEBAOMCTOPUYECKH  poMaH, WIM  JEKOPaTUBHO-
HCTOPUYECKUIN pOMaH.

Ocoboe MecTo B HCTOPUYECKOI TPaJAWIMU TAKOro pola 3aHMMaeT Ipo3a
A. Azonbckoro. B pomanax «Knetkay, «Obnaapamrearp» , «BMby» oH, 1o
CYIIECTBY, 3aHUMATEIbHOCTHIO CIOKETa «IEPEKPHIBACT» MPABIUBOCTD,
YTO JajJ0 OIHOMY W3 KPHUTHKOB ONpPEINENHTh €ro IMpo3y Kak
TMICEBIOPEATUCTUIECKYIO.

B MeTad)I/IBI/I‘{CCKOM CMBICJIE, aHTUHOMHUYECKOEC MPOTUBOCTOSHHUE IBYX
HHGﬁ-CHMBOHOB — Knerku u prra MMPOHU3BIBACT TKaHb 3TOT'0 pOMaHa.
prr — CHMBOJI BCYHOCTH, a Knerka — 3Hak T1ex OKOB, KOTOPbIC
CKOBBIBAKOT CB060,HH06 Pa3BUTHUEC UYCITIOBCKA. Knetka — 310 M BHonHe
HEABYCMBICJIICHHOC 0003HaueHHE COIIPIaHI:HOﬁ CHCTEMbBI, B KOTOpOfI
BBIHYKJICHbBI o0uTaTh repou poMasHa.

Oo6pa3 Kierku sBiseTcs B MECTe C TEM U CHOKETOOOPA3yIOIIMM, OH
CBsI3aH C IEHTpajbHOU TeMol pomana. bpates, UBan bapunoB u Kium
[MamryTuH, SBISIOTCS NEPBOOTKPHIBATEIISIMU (OPMYITBI KIIETOYHOTO S/Apa,
OTlepeB Ha HECKOJIBKO JIET OTKPHITHSA YUEHBIX-TEHETHKOB, HO TaK U HE
MTOJIyYHB HUKAKOTO Ipu3HaHUSA. OTKPBITHAM HE CYXKICHO YBUACTH CBET, a
WX aBTOPHI KaHYIH B IMy4YWHE Oe3BecTHOCTH. PomaH-paccienoBaHue, 1O
CyTH, TpEeBpallaeTCsi B POMAH-IPUIOBOP TOCYIapCTBEHHOW cCHCTEME,
YMEPTBIISIONIEH Ha KOPHIO BCE KUBOE — MBICIb, YYBCTBO, CAMOE KU3Hb.

Bonpoc, koTopblii Bcerma BBI3BIBACT OCOOBIA HHTEpPEC B TBOPYCCTBE
A.A307bCKOT0, 3TO B3aWMOOTHOIICHHE MPABIbl U BBIMBICIA, BOIPOC O
JIOCTOBEPHOCTH XYI0KECTBEHHON KapTHHBI mwmcaTens. C TOYKU 3pCHUS
3PaBOTO CMBICTA, CEOXKETHI A30JBCKOTO KAXKYTCA  COBEPIICHHO
HENpPaBIONOM00HBIMU. TPYAHO MOBEPUTH B PEaJbHOCTh TEHUAIBHOTO
OTKPBITHSI, COBEPILIEHHOTO MOJIObIM TeHeTrkoM Kirmowm [lamryTiHbIM B
YCIOBUSIX MMOYTH MOJIOIBHOTO CYIIECTBOBAHHMS, MO CIICKKOH areHTOB C
JIyOsiHKM, B HEMBICIUMBIX OOCTOSITEJIbCTBAX, MOJHBIX OMACHOCTH.
OpHako BBIMBIIUICHHAST A30JbCKAM HCTOpUSl MOJaHa C TaKUM
npodeccHoHanbHBIM ~ 3HAHMEM JieJla, C Takod YOeXJICHHOCTHIO
paccka3uWka, 4YTO y YHTATeldsl MOYTH HE BO3HHKACT COMHCHHS B
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JIOCTOBEpHOCTH TOBecTBOBaHUS. C OSTOH TOYKH 3pEHHUS CIOXKETHI
A3OIIBCKOTO MOKHO OIPENEITUTh KaK MPaBIOoq00Has HETOCTOBEPHOCTS!
Takoro He OBIIO, HO Takoe BIIOJHE MOTIO OBI CIydnThCs. Mmm: 310
HEBEPOSTHO, HO CKOpEE BCEro 3To OBUIO MMEHHO Tak. Ho o ciaydnBmiemcs
HE 3HaeT HHUKTO M HE Yy3HAeT HHUKOraa. TakoB OOWH W3 Hamboiee
XapaKTepHbIX MPU3HAKOB IOBECTBOBATEJILHOM MaHEphl MHCATENs:
«BCE3HAIOIUI aBTOpP»  BemeT  COOCTBEHHOE  pacclie/JOBaHHE
00CTOSTENILCTB M COOBITUII COBEPIIEHHO HEBEPOSTHOTO COOBITHS WM
COBEpIIEHHO HEOOBIKHOBEHHOM YesoBeueckol cyap0bl. 1 To 1 apyroe oH
«BBITACKMBAET» M3- I10J] OOJOMKOB HENAaBHO NPOIICANIEH WCTOPHUH,
JIeNIaeT ee XyJ0)KeCTBEHHO ITPaBANBON M NPaBJIONOA00HOM.

2. Uctopuueckuii MaTepHaj CTaHOBHTCS IPEAMETOM XYI0’KECTBEHHBIX
KOHCTPYKIIMHA, UMEIONINX Majio OOIIEro ¢ UCTOPUEH MOIMHHOHN, HO B
OCHOBE CBOEH COZIEPIKAIINX CIOJKET, UMEIOIN I Ha3BaHUE
«aJbTEePHATHBHOM HCTOPUMW». «AJBTEPHATUBHOCTE» MOXET OBITh
caMOi pa3HOM, B 3aBUCUMOCTH OT BKyca M XYJ0)KECTBEHHOMN CTpaTeruu
aBTopa. KOHCTPYKTHBHBIM TPHUHHUIWIIOM «HCTOPH3Ma» CTaHOBHTCS
HaXO0XJICHUE «TOYKH OM(ypKalHMu», TOr0O MOMEHTA B peasbHOM HCTOPUS,
KOT1a HCTOPUH MOTJIa TIONTH «MHBIM ITyTem». M Toraa aBTop mo3BoiisieT
cebe  HapyHIHMTh €CTECTBEHHBIH  XOA  COOBITHH W BHEIPUTH
¢anTactuueckue nomymeHus. Bsu. PeidakoB (Xosesm Ban 3aiiumk) B
pomane «I'paBuier «llecapeBuu» (1993) MOXKeT O3BOJIHUTH JOIYIIEHHE,
yro OKTs10phCKoit peBosronnu 1917 roga B Poccun He Ob110, HO Poccus
MpoJOIDKala CBOW MOCTYMATEeNbHBI IyTh K IIPOTPECCy W JOCTHIJIA
HEBUJAHHBIX BBICOT. B mukiie poMaHoB moj Ha3BanueMm «EBpasuiickas
cumponus» (2001) mucatens cosmaer oOpa3 rocymapctBa Opaych, B
KoTopoM oObeauHmINCh Kutait u Pycs. «CoTBopenHas Ban 3aitunkom
Opnych — ajbTepHATHUBHBINM BapHaHT PAa3BUTHS HAlled IUIAHETHl, W B
9TOM CMBICIIE KHUT'a CPOJIHHU BEIMKHUM YTONHSAM Ipouuioro, oT [Tnatona
1o Kammanesuisl. DTo ¥ KHUTA PEIMIHO3HOTO Moucka: xurenu Opaycn —
CHUHKPETHUCTHI, IPaBOCIaBHbIE, MYCYyJbMaHe, OYAJUCTBI, a HMIIEPHIO
nepxaTt BoenuHo uaen KoHynus: mountaHue CTapiiux, CTpPEMIICHHE K
3aKOHOMNOPS/IKY,  NpPEIIoYTeHHe  OOLIero  HMHTEepeca  JIMYHOMY,
TOCYAapCcTBO Kak onHa Oojpmias ceMbsi. CTporyro HepapXUuHOCTb
KOH(YIIMAHCTBA yMEpPsIeT MIPHHINI TAPMOHHH: BCE JOITyCTUMO, MTOKa 3TO
HE TIPOTUBOPEUUT OOMIEH 1IEIIOCTHOCTI

T. Toncras B pomane «Ksice» (2000) momyckaer, uto Poccust mocie
BEIIMKOTO  «B3pbIBA»  BEPHYIaCh K  apXaWke, CMEIIAHHOW C
(aHTaCTUUECKUMU OUOIOTHYECKUMU MYTALIUSIMH.

«HyXeH mnm anpTepHaTUBHO-ICTOPHMYECKHN pOMaH?» — HEpeIKo
BOIPOIIAIOT JIUTEPATyPOBEBI, B OCOOCHHOCTH T€ U3 HHUX, KTO MHOTO JIET
MOCBSATHIJI M3YYEHHUIO TPaJIULMOHHOTO HCTOpHuYeckoro pomana. Bormpoc,
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BEPOSITHO, CTAHOBUTCS PUTOPHYECKUM, TaK KaK TEHACHIMS YKe
cymecTByeT kak (axT. Ha 3TOT cueT MOXXHO IPHBECTH TOYKY 3PCHUS
OJIHOTO W3 aBTOPUTEHBIX HcciemoBareneil B. Ockomkoro: «HyxHa s
«aJITepHATUBHAS HUCTOPHUS», HEIIOMEPHO T'POMKO 3asBIIOINAs O CBOMX
npaBax B mocienHee BpeMsa? HyxHa Kak BapHaHT, OIMH U3 BOSMOXKHBIX
BapUaHTOB MPOYTEHMS, KaK BBIJIEP)KaHHAS B €ro KOHTEKCTE BEPCHUS HMIIH
runore3a. Ho He HyXHa Kak BHpTyaJlbHas KpaiHOCTb, pa3MbIBaroLIas
3eMHbIE T'PaHULIBI HICTOPUUECKOTO OmbITay. (OcKolKuid, ¢.295)

3. Tpetuil TMII UCTOPUUECKOTO MOBECTBOBAHUS M BOBCE JIUILACTCS JAXKE
BUAMUMOCTH T€X OCTaTKOB HPUYMHHO-CIEACTBEHHBIX IPHHLUIOB,
KOTOpPBIE M0-CBOEMY €IIE€ COXPAHSITCS B albTEpPHATUBHO-UCTOPUIECKOM
pomane. Takoi THIT poMaHa MOJKHO YCIIOBHO Ha3BaTh «IICHXOMEINYECKUM
pomaHom». Mrpa He TOIBKO COXpaH’ETCs, OHa HpHOOpeTaeT
CaMOJIOBJICIONIMIT M CaMOAOCTAaTOYHbIM Xapakrtep. Becbma wacto
MOTHBHPOBKOM  «HCTOpWU3Ma»  CTAaHOBHUTCSI  IICUXOZENU3M,  T.€.
rajullolMHAllMd Ha UCcTopuyeckue Tembl. B pomane B. IleneBuna
«Yamaes u mycrora» (1996) mncuxomenuueckuii MOTHB JISKHT Ha
MOBEPXHOCTU CIOKeTa. B co3HaHuu repos pomana ucropust 1919 r. un
COBpeMEHHOCTh 1991 I «ompokuAbIBAaIOTCS» ApYr B JApyra Kak J[Ba
coobmaromuxcst cocyna. OmHaKo M TO W Jpyroe — HCTOpUS H
COBPEMEHHOCTh — 002 OKa3bIBAIOTCS WILIIO3MEH, IPU3BaHHOW YTBEPIUTH
UCTOPHYECKYIO «ITyCTOTY», T.€. aOCOJIOT OTHOCHTEJIBHOCTH JIIOOOM
UCTOPUYECKOM MCTUHBI: UCTOPUU HET, OHA BCETO JIMIIb HAIla WIUTIO3MS,
HAaIll KACTOPHYECKUIl Opemy.

K aromy psigy moxkHo mpuuncauth pomansl B. [llaposa, JI. JIunckeposa
I1. Tlenmepmreiina. Ilocnemnuit aBTOp Hambolee TOKa3aTelieH B
BBICKa3aHHOM cMbIciie. B pomane «Mudorennas mo06oBs kact» (2002)
MpEeIMETOM M300paKeHUsI OKa3bIBAaeTCs, Kaszajloch OBI, JOCTOBEpPHOE
ucropudeckoe codbitne — Benukas OtevecTBeHHas BoitHa. OHAKO OHa
MOJJaHa YUTATEIIO0 KaK TaJLTFOIMHOTECHHEIN Open mapropra JlyHaesa, BCIO
BOWHY INPOCHABIICTO B Jiecy Mox BosnciicTBueM rpuboB. [lon Takum
YIJIOM 3PEHUsI BCE COOBITHSI POMaHa M300pakaloTCsl KaK CTOJKHOBCHHE
OMHMX  CKAa30YHBIX TE€POCB C JpyruMu. BoifHa cTraHOBHTCS
(haHTaCTHYECKOI CKa3KOii.

B nepaBno mzpannoit kaure II. Ilennepmrelina «BoeHHbIe paccka3b»
(2006) «ucTopu3amM» H300paKEeHUS TakXke wuMeeT Mecrto. IlpaBna,
HACTOPUYECKUE aTpUOyTHl CIOKETa CIYy)KaT IJIs OINpaBAaHUs HEKOH
aBTOpCKOW MeTapuU3MUecKOl KOHIENIHH. B  «CKa304HO-YCIOBHOI
MOJICTH XYyIO)KECTBEHHOTO MHpa MBI OOHapyXMBaeM O3IHM30bI BOWHBI
1812 roma, rpaxaaHCcKoW BOWHBI, Benmnkoil OTe4eCTBEHHOW BOWHBI — H
BCEra OJTO JIHIIb YCJIOBHBIC JIEKOPALUH, CpPEAM KOTOPBIX aBTOP
pa3bIrPhIBAET  CBOMX  TI'EPOCB-KOJOBIHHBIX  COJJATHKOB».  ABTOp
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yHomo0sieTcss B3pOCIOMY MallBIHKY, PEIINBIIEMY IIOMTPATh B BOIHY».
OnHako TpPH OSTOM OH BBICTPAWBACT CBOIO METAQU3UUIECCKYI0 U
3CTETUYECKYIO KOHIIETIINIO, B OCHOBE KOTOPOH — aOCONFOTH3AIMS TEKCTa
KaK CaMOJIOBJICIONIEH pPEaNbHOCTH, HE HWMEIOMEH HUYero oOIIero ¢
pearbHOCTHIO 10CTOBEPHOIA.

Takum 00pa3oM, CUTYalLHIO C HCTOPUYECKOI IPO30i MOYKHO OIPEACIUTh
Kak BecbMa ILTIOpaaucTUdeckyro. Hamumo mupokuil crexTp pasnudHbIX
MOJXOAOB K UCTOPUU, KaXAbIH U3 KOTOPBIX UMEET CBOIO «ICTETUUECKYIO
HUIIY», a IPOU3BEACHUs — CBOMX yuTarened. Hapsay ¢ TpaguuuoHHBIM
KJIACCUYECKUM HCTOPU3MOM HMEET MECTO M  «KBAa3UUCTOPU3M»,
3aMeIIaHHbIN Ha Pa3UYHBIX UTPOBBIX CTPATETHSX.

WNuaye roBopsi, WCTOpUS TMONJMHHAS COBPEMEHHOW JIMTEpaType He
nepectania ObITh HEOOXOAMMOMW, HO CTaja HemocTarodyHou. Vcropus
CTaHOBHUTCS MH(OM, KOTOPBIH CO37aeT KaXKIBIH MUIIYIINK YeTOBEK Ha
CBOW COOCTBEHHBIH MaHEp, WCKPHBIASA 3€pKajo0 TaK, KaK OH CUUTAET
HY>KHBIM, B YTOJly CBOEH 3CTETUYECKON CTPAaTETUH.

Tonbko uto BeimeqmIMK poman Kupuinina benenukroBa «biokaga» oaun
13 IPUMEPOB HOBOM MCTOPUYECKOH Mpo3bl. ABTOp — NMpodeCCHOHATBHBIA
uctopuk. [loaToMy MOXXHO 3apaHee NPEANOI0KHUTh, YTO POMaH JOJKEH
OBITh HACBIIICH JTOCTOBEPHBIMHU ICTAJSIMH M HCTOPHYCCKU-TIPABIUBBIMU
xapakrtepamu. I To u apyroe ectb B pomane. Camblil 3HaYMTEIbHBIE
repou ucropun XX Beka — Cramun, ['utinep, bepus, Abakymos, ['epuHr,
lepunr, u JecATOK APYTMX — 3acTaBIsACT JAyMaTh O MAacmTaOHOCTH
WUJIEWHON KOHLIETINH npou3BeaeHus. [locneqHion 10KHO TOATBEPAUTH
u mupoTa oxsara reorpaduu — ot Tubera u Typkecrana no bepmiaa n
ITapuxa.

BuuraBmuce B poman, yOexmaembcsi B TOM, YTO OXHIAHUA HE
0OMaHBIBAIOT: JIEHCTBUTEIILHO, PeUb HJAET O BIACTH B CAMOM IHPOKOM
¢mrocodckom cmpicie. Kak W Korma TIICAYIIHBIA W HCTEPUYHBIN
MpanopiiiKk HEMELUKOM apMuUU TpeBpaliaeTcs B XapU3MaTU4ecKoro
BOXK/ISl HallMW, KOTOpas CJENO BEPUT €My W CJEIyeT 3a HUM Ha Kpai
npornactu? Kak maneHpkuil yBeuHbld cemuHapucT COcCO CTaHOBUTCS
BJIACTUTEJIEM >XKU3HEH MUIUIMOHOB Jtonei? B yeM mpupoga BiacTu Han
JIFOABEMU?

W orBer Ha O3TOT BONPOC JIEKUT HE B IICUXOJOTMYECKOHM WIH
MOJUTHYECKOH IIockocTH. Her, aBTop pomMaHa Ha CaMOM CEphE3HOM
TOHE BEJET pPEYb O MHUCTHYECKON NPHUPOJE BIACTH, KPOIOIIEWUCS B
obayamaHuM MECTHYECKMMU TaWHCTBEHHBIMH IpeaMmeraMu. boppba 3a
BIIACTh HaJl MHUPOM B poMaHe 3TO Ooppba 3a BIaJCHHE MPEIMETHI,
HMMEIOIIYIO KOJIOBCKYIO CHuTy. 3amoiyunB u3 ¢urypky Opina u3 Tubera,
T'utnep npuoOpen CMOCOOHOCTh THITHOTHU3UPOBATH JIIONCH, W B OTY
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THITHOTHYECKYIO JIOBYIIKY momnay caMm CTaiiH, moBepuBIHid emy B 1937
I., 9to BoriHa npoTuB CoBeTckoro Coro3a He OyneT pasBs3aHa.

Poman o BiacTH CTaHOBHTCS TaKUM O0pa3oM CIOKETOM O Oopnbe 3a
obnamanne OpioM, CUMBOJIOM BJIAcTH, 3MEWKOHM, ¢ MOMOIIBIO KOTOPOM
MOKHO OECIpENsATCTBEHHO MPEOA0IeBaTh MPOCTPAHCTBO. 3MEHKa MOXKET
mobenuth Opia, HO caMa OeccriIbHa TPOTUB MaHrycTa.

Hax Bce 3TUM MOXHO OBLTO OBI JIETKO MOCMESTHCS, €CIIH OBl HE YMCHHE
aBTOpa poOMaHa 3aUHTPUTOBATh YUTATEISIMU CAMBIMH JUIOCTOBEPHBIMU
JTOKA3aTeIbCTBAMH ~ CYIICCTBOBAHUS ~ MHUCTHUYCCKOH cmibl, CaMbiM
Cepbe3HBIM 00pa3oM pacckasbiBacTcs O Mare [ap/pkueBe, HEKOrma
oOyyaBmiem Maruu camoro CramuHa, O HAIUCTKOW OpraHU3aIHud
«AHeHepOey», 3aHNMaBIeecs: MpobdIeMaMi TAMHCTBEHHON MHCTHUYECKON
cunpl, uHTepece CranmmHa W bepum K JromsM, KoTopble oOamgaioT
CIIOCOOHOCTBIO K SICHOBHUACHHIO M THITHO3Y. M BOT TOSBIIIOTCS HOBBIE
nepcoHaxku — Boabp MeccuHr, CKpoMHas MencecTpa C  Ypadia,
«3aTOBOPEHHEBIIN», KOTOPOTO He OepyT HU MY, HA CHAPSIIBL.

Hcropust HE NPOCTO 3aMellaHa HA MHCTHKE, MHCTHYECKAs JKH3HCHHAsI
CHJIa CTAHOBHTCS IBIDKYIHM MEXaHHU3MOM caMoii uctopuu. Eciu npyrue
aBropa (kak B.IllapoB) mpocTo HUrparoT B HCTOpUYECKHE (GUTYDHI,
OeTUTATAMEPYS UX, TO Kupwin BeHemukToB «urpaet» ¢ camoi
HCTOpHEH, co3maBasi  IOIYHTPOBY.-MIONYCEPbE3HYID  MHCTHYCCKYIO
UCTOPHOCO(HUIO.
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RUSSIAN FAIRY TALE COMPENSATION
RESOURCES AND REALIA TRANSLATION

Dr. S.A. Skorokhodko

Associate Professor, Russian and World Literature Department, STAEI HE “V.I. Vernadsky
Crimean Federal University”, Simferopol, Crimea, Russian Federation

Annomayua: B cmamve c nepegooueckoili mMouYKu 3peHus
NPOAHATUSUPOBAHBL  KOMNEHCAYUOHHblE — Pecypcbl  PYCCKOU
HapooHol sonueb Ol CKA3KU. Bapuamuenocmuo
paccmampusaemcs Kax Kao4egds yepma (onbKIOPHO2O meKcma
U KaK paxmop, oKazvlearowuil GIusHUe Ha CIMPame2uro nepesood.
Buisignenvl g3aumosamensiemvle eOUHUYbL MEKCMA OPUSUHALA U
mexkcma nepegood. YcmanognieHo, 4mo HAYUuOHANbHbIU KOAOPUM
U CKA304HbIU KONOPUM OMHOCAMCA K CYUWECMBEHHBIM MHCAHPOBbIM
uepmam peanuil 6oMUEOHOU cKa3Ku. Yuem maxoeo ceolicmea
@onvkaopa, Kaxk 6apuamueHOCmb, d MAKHCE BO3IMONCHOCMEN
KOMNeHcayuu  noseoiaem  Bulasumsv — aodekeamuvle CHOCoObl
nepeeooa peanuil.

Knrouesvie cnoga: nepesoo, ¢ponvkiopnas eonuieOnas cKaska,
PpyccKas  8OMUWEOHAs CKA3KA, CKA30YHbIL  KOLOPUM, peanus,
6aPUAMUBHOCHTD.

Summary: In the article compensation resources of Russian fairy
tale are analyzed from the point of view of translation. Variation
is treated as a key feature of a folk text and as a factor that
influences translation strategy. Text units of source and target
traditions which can be interchangeable are examined. It is stated
that national colouring and fairy tale colouring are relevant
genre features of fairy tale realia. Taking into consideration
folklore variation and compensation allows to reveal the
appropriate ways of translating realia.

Keywords: translation, folk tale, Russian folk tale, fairy
tale colouring, realis, variation.

ToBOpst O TeX WIIM WHBIX SBJICHUAX B CBSA3M C IEPEBOJOM, KaK MPABHIIO,
OTMEYAIOT WX CIEHU(PUICCKHE YEPThI, KOTOPBIC COCTABIISIOT TPYIHOCTD.
Mpb1 nonaraeM, 4to ObUIO ObI IOJIE3HO BBISBIATH M TAKHE OCOOCHHOCTH
TO/IJIEKATITIX MIEPEBOIY JIEKCUIECKUX, rpaMMaTHYECKHX,
CTHIIUCTHYCCKUX CIHHUIl U THIIOB TEKCTa, KOTOPBIC OOBEKTHBHO MOTYT
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ITOMOYb TTEPEBOMUHKY. TaK, mepeBoIIrK (hoIBKIOpa MOXKET OTUPATHCS Ha
nBa (akropa, BCTYHAOIMX BO B3aMMOAEUCTBHE B IPOIECCE MEPEBOJA.
OnuH W3 HUAX TPHHAUICKUT chepe ¢oibkiopa (BapHaTUBHOCTH), a
BTOpoi — oOmacth mepeBoga (KOMIIeHcanus). MBI  paccMOTpUM
B3aMMOJZICHCTBUE 3THX JABYX SIBJICHHN Ha NpUMEpe TMepeBoja peauit
HAPOJHOMW BOJNIICOHOM CKa3KH.

[MoHsiTHe «KOMIIEHCAIMsI» B IEPEBOAOBEICHHH TECHO CBSI3aHO C
MOHATHEM «IIEPEBOIUMOCTbY», a ATO MOCIEAHEE 0 CHUX IMOp OCTaeTCs
JIUCKYCCUOHHBIM. Tak WIIM WHade, He SIBISSICh aOCONIIOTHO HAIeKHBIMH
KPUTEpUSIMU, NpPAKTHKA IEPeBOIa U BCE YBEJIMYHMBAIOIIUECS OOBEMBI
MEePeBOIUMOM MPOAYKIMH CBUICTEIBCTBYIOT B TOJIb3Y MEPEBOAUMOCTH.
B TO ke BpeMsi Ka4eCTBO BEHIMOIHAEMBIX EPEBOJOB HEPEIKO 3aCTABIISCT
B 3TOM coMHeBarhcs. OJHUM W3 MEXaHU3MOB, IENAIOIIUX BO3MOXKHON
MEPEBOIUMOCTbD, SBISICTCS KOMIICHCANHUS. BakHOCTH 3TOro MexaHu3Ma,
00eCIeUYnBAOIIETO  caMy  BO3MOXKHOCTH  IIEPEBONA,  IMO3BOJISET
YTBEpPKIATh, YTO «TEOPUS MEPEBONAa — OTO TEOPHUS KOMIICHCAIIHI
[®Denenko u Kpetos, c.89].

Cpenu y4eHBIX HET eJUHCTBa MHEHHH OTHOCHUTEIIBHO TOTO, YTO CIIEIYeT
Ha3bIBaTh KommeHcanued [Harvey, p.37-39], omHako OONBIIMHCTBO
CXO/IUTCSL B TOM, YTO KOMIIEHCALIUS — ITO Mepe/iaya B IEPEBOAHOM TEKCTE
€IMHML, HE  MOAJAIOUIMXCS  BOCIPOU3BEACHUIO  PETYISPHBIMHU,
TPaIUIOHHBIMU CIOCO0AMH. DTHMH «HEMICPEBOJUMBIMIY CIAMHUIIAMHU
MOryT  OBITh  «3eMEHTh» [DemnopoB], «IIEMEHTHI  CMBICTA
[Kommccapos, ¢.225], Bo3aeiCcTBHE, KOTOPOE OKA3bIBACT TEKCT Ha CBOETO
penentopa [Hervey and Higgins, p.43] u npyroe. UHorga roBopsT o
MPUMEHEHUH MpHeMa KOMIICHCAIIMH II0 OTHOIICHHWI0O K KOHKPETHBIM
JIEKCHYECKUM WM JIEKCHKO-TPaMMaTHIeCKUM €IUHHIIAM, JTHTEPATYPHBIM
mpuemMam, HarpuMep, k kamamOypy [Hatim and Mason, p.202] u naxe
JKaHpPaM, €CJIM CYUTaTh IIOCIOBHIY MAaJbIM (DONBKIOPHBIM JKaHPOM
[Hervey and Higgins, p.43].

ITo muenuto B.H. KomuccapoBa, kKoMITeHCAIUs — 3TO «CIOCOO MepeBoa,
IIpU KOTOPOM BJIEMEHTHI CMBICTIA, YTPAdCHHBIC TPHU MEPEBOME COMHUIIBI
WS B opurunane, nmepegaroTcs B TEKCTE MEpeBOAa KaKUM-JIHOO IPyTHM
CPEICTBOM, IIPUIEM HEOoOs3aTENFHO B TOM JK€ CAMOM MECTE TEKCTa, U4TO U
B opuruHane» [Komuccapos, c¢.225], BocmomHssI TakuM oOpa3oM
yTpaueHHbIH cMbIcia. C NpakKTUYECKOW TOYKU 3PEHUs CYLIECTBEHHO, YTO
CpelCcTBa, UCIOJIb3yeMble I KOMIEHCAIMH, MOTYT MpUHAAJNEeXaTh He
TOJILKO TOMY € YPOBHIO, KOTOPOMY MPUHAMIEKHUT KOMIIEHCUpyeMast
MU €IMHULA, HO U IPYT'UM YPOBHSM TEKCTa.

HQHL JTaHHOW CTAaThbUl — BBIIBUTH, 34 CYET KaKHUX CPEACTB MOXKET OBITh
obecreyeHo [leﬁCTBI/Ie MCXaHU3MOB KOMIICHCAIIUU NIPpU MIEPEBOAC peannﬁ
HapOZlHOﬁ BOJIILIEOHOIT CKa3Ky, M IIOKa3aTb, KakK pa60Ta}0T 9THU
MCXaHU3MBEI.
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K uucny o0s3arenbHbIX YCIOBUN IOCTHKEHHS aJIeKBATHOCTH MEPEBOAa
OTHOCHUTCSI BOCCO3JaHME B TepeBomHoM Tekcre (mamee — IIT)
HallMOHANBHOW crnenudukn opuruHanma (mainee — WT). Hamuuwme
HaIMOHAIBHO-KYJIBTYPHOTO (OHA SIBISETCS OIHUM M3 PEJCBaHTHBIX /
WHBapHAHTHBIX JKAaHPOOOPA3YIOIIUX M CTHICOOPa3yIOLMX HPU3HAKOB
moboro QosbkIopHOrO KaHpa. B HapomHOW BONIIEOHON CKa3ke
HAIIMOHAJNFHO-KYIBETYPHBIA ~ GOH  ¢opMupyercs 3a  c4eT  Kak
00IIeONBKIOPHBIX, TaK M COOCTBEHHO CKA30YHBIX EIWHHI[ BCEX
YPOBHEW TEKCTa: TEMAaTHYECKOTO, CHOKETHOTO, KOMITO3UIIMOHHOTO,
XPOHOTOITHOTO,  XapaKTePOJIOTHYECKOTO,  S3BIKOBOTO M YPOBHS
CUMBOJNHM3aNMU. Ha CIOKETHOM YpOBHE — 9TO HCIOJB30BaHHE
TPAJUIUOHHBIX CKa30UHBIX CIOKETOB M MOTHBOB, HA KOMIIO3HUI[HOHHOM —
4eTKO 0003Ha4YeHHBbIC (opMylIaMH Hadaio W (puHAI, HAJIHIHUE MTOBTOPOB
(B pycckoii cka3ke — TpPOWYHBI M OOBIYHO COIPOBOMKTAIOIIIHIACS
rpajanyeil) ¥ napaaien3MoB, peTapAalii, TPAIUIUOHHBIX CKa304HBIX
YCTOMYUBBIX TOATHYECKUX (GopMyn (doreo au Kopomko au; off she
slipped, and home she went; lo and behold). ]letictBue BoNIIeOHOM
CKa3KH pa3BOPAYMBACTCS «BO BPEMCHA CTApPOIPEIKHUY B BRIMBIILICHHOM,
«CKa304HOM» MHUpE, IPOTUBOIIOCTABICHHOM MHUpY pealbHOMy. E&
TeposMH, HapsAy C OOBIYHBIMH JFONBMHU U JKUBOTHBIMH, SIBIISIOTCS
BonieOHbIe cymecTBa (Koweti heccmepmnuuiii, 6aba siea, Brownie, elf,
Gentle Folk). Tepou cka3ky BOJNIICOHON MOJB3YIOTCS BOJIICOHBIMH H
Marv4ecKUMH  TpeIMETaMu  (cKamepmuv-camoOpauka, — 601ueOHblI
Knyoouex, shoes of swiftness, magic / silver wand), oburtaior B
HEOOBIKHOBCHHOM JKWIIMIIE (nazamel OeloKameHHble, U30ywKa Ha
KYPbUX HOXCKAX, XpyCmanbHulll 0sopey, castle that stood on twelve gold
pillars;, huf). Co3maHWIO HAIMOHAIBHO-KYJIBTYPHOTO ()OHA CKa3Ku
crocoOCTBYeT ocobas (oHeTHUecKass opraHu3anus QOILKIOPHOTO
TEKCTa, KOTOpas, BMECTE C JIPYTUMHU CPEICTBaMH, O0OCCIICYMBAIOLIUMHU
YCTOMYUBOCTE W HENPEPHLIBHOCTh TPAIWIHAH, C OIHOH CTOPOHEI,
oOyeryact 3almOMHHAHHUE W BOCHPOM3BEICHUS TEKCTa, a, C JPYIOW,
«ykpamaer» ero. Jlas CKa3KM  XapakTepHa  PUTMHUYHOCTH U
HCTIONB30BaHie PUPMBI, 0COOCHHO B TPaIUIHUOHHBIX (opmynax: C moeo
BDEMEHU JCUL OH CO CB0€I0 JICEHOI0 NO-YAPCKU, e30Ul 8 KONACKe, Nupbl
3a0a6ai; HA mex nupax u si Obleal, Med-8UHO NUBA, CKOIbKO HU UL —
monvko ycel obmouun. Ha SI3bIKOBOM ypOBHE OTMEYAeTCsi HHTEHCHBHOE
HCIIONb30BaHUE  PA3rOBOPHBIX,  MPOCTOPEYHBIX M  YCTapeBIINX
JIEKCUYECKUX WM TPaMMaTHYeCKHX eIUHHI (nposewjana; oOemuuje; He
Moau (3a2na0vieams); He nuewiu, He eguiu, quoth she; dost; noo more; a-
crying), HapOIHOIIOITUIECKON JICKCUKH (pyueHbKu Oenvi(e); 20108yuiKa,
white hand; green grass, thine), THAIEKTU3MOB (Kouem, mbl, OeMUHYWKA
He eyszau, bairn; dochter / darter), peamuii (cmenv,; banshee). B ckaske
MBI OOHApYKUBaeM OTPaXKCHHE 0CO00r0, (HOIBKIOPHOTO MBIILICHHS.
Hanpumep, BpeMst ¥ MPOCTPAHCTBO U3MEPSIOTCS HE TOJIBKO OOBIYHBIMH,
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MIPUBBIYHBIMU B TIOBCEIHEBHOW JKM3HU MepaMH (8epcma, Oenw, mile), HO
u MepaMu (ONBKIOPHBIMH: mpu OHs RYMU, mMpu Hapvl OAUMAKO
JICENe3HBIX UCMONYEUb, mMpU NOCOXA UY2YHHBIX U3TOMAeulb, mpu
NPOCBUPLL KAMEHHBIX U32N0JiCelb, npexcoe yem Hatdeuib mens, long,
long way. CUMBONHYHBIM MOXKET OBITH WMEHOBaHHE TepoeB: Mydpas
Hesa; Bepnucopa, Jack the Giant Killer. ®onbKIOp CHUMBOIH3UPYET
mBera (Tak, Hampumep, 3eJieHoe U 0Oelloe — IBeTa OpHUTAHCKUX
BOJIIEOHBIX CYIIECTB), YMCIA, MPEAMETHl OKpyXarolero mupa (Jec,
TOpBI, PEKY, KUBOTHBIX, ITHI[); JHEUCTBUS TEPOEB TAK:KE MOTYT OBITh
CUMBOJIMYCCKUMHU (yOapuics ozems / 00 nox, cmai 000pbiM MOL0Oyem;
yoapuna cebst 6 2pyOb, 060pOMULACH 36€3001).

Takum  o0Opa3oM, HaIMOHAIBHBIA  KOJIOPUT PYCCKOH  HApPOTHOM
BONIIIEOHOI CKa3KM CO3MaeTcsi B IEPBYIO OdYepens ee IOITHKOH, ee
cBoeoOpa3HoOil (GopMOH, B KOTOpPOHW cCrHenuPUIECKH CKa304yHOE —
mpucymiee JTaHHOMY JKaHpy — IpeoOmagaer Hax COOCTBEHHO
HaIMoHaNBHBIM. [lo3TOMYy MBI MOXKEM YTBEp)KIaTh, YTO B CO3JaHUU
HAIIMOHAJIBHO-KYNETYpHOTO  (pOoHAa  HAapOAHOW  BONIMIEOHOH  CKa3Kh
YYacTBYeT, HapsAAy C HAIMOHAIBHBIM KOJOPHUTOM, KOJOPHUT CKA30YHBIH.
ITox cka304HBIM KOJIOPHUTOM MBI TIOHHMaeM 3((deKT, co3qaBacMbli
orpe/ieIeHHBIMU JJIEMEHTaMH, o0pazyonumMu cucremy u
(OPMUPYIONIMMH BBIMBIIUICHHBIN (BONIICOHBINH) MUP HAPOIHON CKa3KH.
K »TuM sjeMeHTaM OTHOCSTCSI BCE YIOMSIHYTBIE BBIIEC EIUHUIIBI, Kak
001ehoNbKIOpHBIE, TaK M COOCTBEHHO cka3zo4Hble. Ocolyto ponb cpeau
HUX WTPAlOT MIMEHOBAaHUE BOJIIECOHBIX CYIIECTB, MAarMYeCKIX aTpruOyTOB,
TpaIUIIOHHBIE CKA30YHBIC CIOXKETHI, BRIMBIIIICHHBIH «CKAa30YHBIN» MHUD,
B KOTOPDOM TMIPOHMCXOIAT COOBITHSI CKa3KH, CKa304Hasi CHMBOJHKA,
001e(hoNTEKITOpHBIE B CKa309HBIE loci communes.

C TOYKM 3peHHS BO3MOXXHOCTH WCIIONB30BAHUS KOMICHCALUU TPH
[epeBojie, HYXKHO OTMETUTh €Illle OJHY BAXKHYIO YEpPTy HapOIHOMU
BOJNIICOHOH CKa3KH: B HE HAIMOHAIBHBIA M CKa30YHBIA KOJIOPUT TECHO
CBSI3aHbl APYr C APYroM, OHHU JIOTIOJHSIOT, YCHJIMBAIOT U MOTYT OTYacTH
3aMeHATh APYT apyra. [TogqoOHbEIM 00pa3oM, B €IUHCTBE M B3aUMOCBSI3H,
HY)KHO paccMarpuBaTh BCE COCTABISIOLINE HALMOHAJIBHO-KYIETYPHOTO
(oHa HAPOMHOW CKa3KH: 3TO HE OTJICIIBHBIC CIMHHUIBI, & KOMIOHCHTHI
BHYTPEHHE OPTaHW30BAHHOTO W CBS3aHHOTO IIEJIOTO — CHUCTEMBI. TOJBKO
IIPU TAaKOM TIOXOJE BO3MOKHO 3(P(EKTHBHOE HCIIOIB30BaHHE IpHEMa
KOMIICHCAIIUH TIPH [IEPEBOIE.

K uwmcny enumnunn, Hambosjee aKTHBHO YJYAacTBYIOIIMX B CO3JAHUH
HaIMOHAJIBHO-KYIBTYPHOTO (hOHA, OTHOCATCS peannuu. 'oBops o peanuw,
YUEHbIE OTMEUAIOT HAINYMEC HAIMOHAJIFHOTO KOMIIOHEHTA B €€ 3HAYCHUH
Kak HauOoliee CyIIECTBEHHBIH TPH3HAK HaHHOM eIuHULBL. Peamun
CleayeT OTTpPaHUYUBATh OT MOHSTUHN, UCIONb3yeMbIX HHOIA B Ka4eCTBE
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CHHOHHUMOB TMOHATHS «peajus», a TaKKe OT CMEKHBIX TTOHSITHH:
«0€39KBUBAJICHTHAS JICKCUKA», «IK30THYECKAs JIEKCHKa» («IK30TH3M»),
«QIMEHHU3MY, «IaKyHa», «OBITOBOE CIIOBO», «KOHHOTAaTHBHAS JIEKCHKAY,
«(hOHOBasi JIEKCHUKa», «IK30THU3M», «BapBAPH3M», «OBITOBOE CIOBO»,
«cultural word», cultural term» ¥ HekOTOpHIX ApPyrux. Msl He Oymem
JIETAJIbHO aHAIM3UPOBATh PA3IMYMsI MEXKAY dTHMHU CAUHUIIAMUA, OTMETHM
TOJIBKO, YTO BCE OHU 0003HAYAIOT CJIOBA C HAITMOHAILHOW, HCTOPUIECKOU
win OBITOBOM OKpPAacKOM, OJHAKO OJHM W3 HHUX CYXAT IOHSITHE
«peanus», a Jpyrue — pacHIMpsoT. HeonpaBmaHHO —MIMPOKUM
CTaHOBUTCS MTOHATUE «PEANHsD» U B TEX CIy4asX, KOTJAa B YHCIO peaHid
aBTOMATHYCCKU BKJIFOYAOT AHTPOIIOHMMBI W TOMOHUMEI. B oTimyme oT
peaiuii, KOTOpbIe, KaK W JAPYIUe aneJUIITHBBI, CBSI3aHBI C IMOHSATHEM,
aHTPOIIOHMMBI ¥ TOITOHMMBI (KaK MMEHa COOCTBEHHBIE) C TOHSATHEM HE
cesizanbl. C Jpyroit CTOpOHBI, MbI BHJIUM, YTO Yy HEKOTOPHIX HMEH
COOCTBEHHBIX HAI[MOHAJBHBIA KOJNOPUT BBIPAXKEH JOCTATOYHO SIPKO,
MPUYEM OH YacTO YCHIIUBAETCS KOHTEKCTOM, cp.. John (Kak uMs B
nacriopre) ¥ John Bull. B mepBoM ciiydae cioBo John JHIIEHO
KOHHOTAITMA ¥ HAIIMOHAJIBHOW OKPACKH, XOTS CIICAYET NMPU3HATH, YTO B
ONpENICIICHHON CTENICHH HAIMOHAJbHAs OKpacka €My, KaKk W JPYTHM
aHTPOIIOHMMAM, TPHUCYIIA: MBI 3HaeM, uto MBaH — pycckwii, [[xoH —
aHmm4anuH, JKaH — QpaHIy3 U T.I., aHAJIOTUYHBIM 00Pa30M MBI MOXKEM
(c U3BECTHBIMU  OTPAHUYCHHUSIMH ) YCTaHOBUTh  3THUYECKOE
MPOUCXOXKJCHAE 4YelnoBeka 1o (ammwmu. UYro ke Kacaercs
cinoBocouetanusi John Bull, T0 OHO YyXe HE HEWTpadbHO, a
CTHJIMCTHYECKH  MapKHpPOBAHO: OKCIPECCHMBHO M  acCOLMATHBHO,
MOCKOJIBKY SIBJISIETCS MIPO3BUILEM, HEO(DHUIMAIbHBIM HMEHEM; 3THUM
MMEHEM Ha3blBAIOT THIWUYHOIO AaHIIMYaHHHA, II09TOMY JIAHHOE
CJIOBOCOYETAHUE NPUOOpETaeT HALMOHAIBHYIO OKPAaCKy M CTaHOBUTCS
peanueit. Takum 00pa3oM, TOJNBKO YacThb MMEH COOCTBEHHBIX MOXKHO
OTHECTH K peaHsM: 3TO UMEHA, (YHKIIMOHUPYIOIIHNE B XyHI0KECTBCHHBIX
TEKCTaX © WMCIOMIME TMPH JTOM JIOCTATOYHO SPKO BBIPAKCHHBIH
HAIIMOHAJILHBIN KOJIOPUT, KOTOPBIN aKTyaTH3UPYETCs KOHTEKCTOM.

Msl paszmenseM MHEHHE OONTapCKUX YUYeHBIX M mepeBoguukoB C.
BnaxoBa u C. ®nopuHa, KOTOpbIE Ha3bIBAIOT pealusIMH «cjioBa (U
CIIOBOCOUETAHUS), XapaKTepHble Juis Ku3HH (ObITa, KYJIBTYpHI,
CONHMANBHOTO M HMCTOPHYECKOTO PA3BUTHS) OJHOTO Hapoxa M UyXKIbIe
Ipyromy Oyaydd HOCHTENSMH HAI[MOHAJIBHOTO W/HWIM HCTOPUIECKOTO
KOJIOpHTA, OHHW, KaK IPaBWIO, HE HWMEIOT TOYHBIX COOTBETCTBUH
(9KBHBAJICHTOB) B OPYTUX S3BIKAX, a, CJIEIOBATEIbHO, HE MEPEAaroTCs
TIEPEBOZIOM «Ha OOIIEM OCHOBaHWWY, TpeOys 0coOoro momxona» [Biaxos
n @nopun, c¢.55]. Ognako W oTa nedUHUIMS, HAa Haml B3MISA, HE
MMOJTHOCTBIO OXBATHIBACT KPYT CAWHUI], OTHOCHUMBIX K peamusMm. Tak,
HampuUMep, HU Oepe3a, HHU KICH, HE SBISIOTCS DHICMHUKAMH, OHU
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MPOU3PACTAIOT U XOPOIIO HM3BECTHBI MpaKTUYECKH BO Bced EBpome u
CeBepHOil AMepuKe, CIeIOBAaTeNFHO, MBI HE MOXEM CUYHTaTh CJIOBa
«KJIEH» U «Oepe3a» peammsiMu. B 1o ke Bpems st Poccum (Gepesa) u
Kananp! (keH) SBISIOTCS HAIIMOHAJHHBIMU CHMBOJIAMH, & JIGKCEMBI, MX
Ha3bpIBalOIIHE, O0NamaoT HAIOHAJIBHBIM KOJOPHUTOM, M TIO3TOMY MBI
MOXEM OTHECTH MX K pealusM Ha OCHOBAaHHH TJIABHOTO KPUTEPUS —
HAJIMYKME HAMOHAJIBHOTO KOMIIOHCHTA B COACpIKaHUM clioBa. [1omoOHBIM
00pa3oM sIOIOYHBI TUPOT BCTPEYACTCs B KYXHE MHOTHX HAapOJOB MHpA,
OJTHAKO aMEPHKAHI[BI BOCIIPUHUMAIOT €r0 KaK CBOE HAIIMOHAJIBHOE OO0
(cp.: as American as apple pie). JlekceMbl, 0 KOTOPHIX HICT pPEYb,
HA3bIBAIOT acconuatuBHbIMU peaiusmu [Tcherednitchenko, p.34-35].
OHM HaA3BIBAIOT MPEIMETHI, SBJICHUS WM MOHATHS, KOTOPEIE, HE SBIAACH
HAIIMOHAJIBFHO CTIeU(pUIECKIMU 00BEKTaMHU, TeM HE MEHEE, BBI3BIBAIOT
COOTBETCTBYIOIIIME AaCCOIMAIIMA y HOCHUTENEeH CBOeHl KYIbTYpHI,
OTJIMYAIOIIHEeCcs] OT acCOIMalMii HOCHUTENed Apyrux Kynbryp. [lostomy
JUIA  acCOIMATHMBHBIX  peanuid, Kak  MpPaBWIO,  XapaKTepHBI
SMOIHOHAIBHOCTD, OIIEHOYHOCTbH, IKCIIPECCHBHOCTH M aCCONMAaTHBHOCTb.
IlepeBom accOIMATHBHBIX pealdil MPEACTABISACT OCOOYI TPYAHOCTD,
MMOCKOJIBKY 32 KaXYIIeWcs ONM30CThI0 WIM JJaXKe SKBHBaJCHTHOCTBIO
cioB UM u IIS ckpeiBaeTcs HEMOTHO3HAYHOCTb, HECOOTBETCTBHUE, a
WHOTJAa ¥ TPOTHUBOIOJIOKHOCTh aCCOLHUAIMN, OIICHOK, 3MOIMOHAIBHON
OKpameHHOCTU. [1Jis TOro, YTOOBI ONpE/ICIICHUE Peaii OXBAaTHIBAIO BCE
(akThI ¥ OBLIO YSTKUM U HETIPOTHBOPEUYHBEIM, MBI MTPEIJIaracM YTOYHUTH
€ro CIeAyIOMHUM 00pa3oM: pealnd — 3TO CJIOBa W CIOBOCOYETAHHS,
BKITIOYAIOMINE HAIMOHATIBHO-KYJIBTYPHYIO WH(POPMAIINIO (ICHOTATUBHYIO
1 / WM KOHHOTATHBHYIO) KaK 00s3aTelbHBIH KOMIIOHEHT COJAEp KaHUs
cinoBa. JlpyruMum  BaXKHBIMH €€  XapaKTepUCTHKaMHU  SBISIFOTCS
9KCIIPECCUBHOCTH, AMOIIMOHAIBHOCTD, OIIEHOYHOCTh M 4CCOIMATHBHOCTb.

BonbmmHCTBO — McciienoBarenell  KIAcCHOUIUPYIOT — pealud 10
MPEeIMETHOMY TPHU3HAKY, OIHAKO TakKas KiIacCH(UKAIU, BO-IICPBBIX,
0OBEKTUBHO HE MOXET OBITh MCUEPIIBIBAIOIICH U, BO-BTOPBIX, HE BIIOJHE
OTBEYACT MEPEBOMICCKUM TPEOOBAHUAM, MTOCKOIBKY HE JIJIS BCEX KIIACCOB
CJIOB MOXKHO YCTaHOBHTH 3aBUCHMOCTH THII PEAJIUH — CIOCO0 MepeBoa.
[IpeomoneTs Ha3BaHHBIC HEJOCTATKH TIPSAMETHON KITaCCU(DHUKAIINU
nonbiTaimuch C. BnaxoB u C. ®opuH, JOMOIHUB €€ KiIacCU(UKAUIMU
[0 MECTHOMY, BPEMEHHOMY M IEpeBOAYECKOMY MpHu3Hakam [BraxoB u
®nopuH, ¢. 58-88], 4TO MO3BOIMIIO pacCMAaTPHUBATh OJTHY H Ty YK€ PEaTuio
C YETBIPEX Pa3HBIX TOYCK 3PCHHSL.

B mapomHO# BOMMIEOHOH CKa3Ke pEaTuy BBIMOMHSIIOT —CIEAYIOIIHNE
OCHOBHBIE XKaHPOBBIC (YHKIMH: CO3MaHHE HAMOHAJIHHOTO KOJIOPHUTA,
TECHO CBS3aHHOTO B BOJIICOHON CKa3Ke CO CKa30YHBIM KOJIOPUTOM;
BHECCHHE B CIOKET CKa30YHOCTH M BOJNIICOCTBAa, KOTOpoe B Ooiee
MO3MHEH CKa3Ke BOCIPHHUMACTCS KaK (PaHTACTHYHOCTB; COOOIICHHE
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ITOBECTBOBAHMIO JSKCIPECCHBHOCTH M SMOIMOHAIBHOCTH; (YHKIHS
pa3BiedeHus, HanOolee OTYeTIMBAs B TO3MHEH CKaske W / WM Ui
COBPEMEHHOTO YHTATeNsI-HEeCHEeNNAINCTa, TPHIAHIE IIOBECTBOBAHUIO
OBITOBOH JOCTOBEPHOCTH, Ipapaomnonodms. Kaxmyro W3 yKa3aHHBIX
(YHKIMI BBITIONHSAET MPEUMYIIECTBEHHO OTPEICICHHAs TPYIINa pealni.

C TOUKM 3peHUs >KAHPOBOW TEOPUU TMEPEBOJA, PEATHH HAPOTHOU
BOJIIIEOHON CKa3KH MOXXHO DAa3[elUTh HA JIBE OCHOBHBIC TpymIbL: 1)
peanuu, Ha3bIBAIOIIME BOJNIICOHBIC MPEIMETHI, SBICHUS W IOHATHUS, —
BoJIeOHbIe peannu (yydo-10do, glassy hill) n 2) peanuu, Ha3bIBAIOIIUE
HEBOJIIICOHBIC MPEIMEThI, SBJICHUS U TOHSTHS, — OBITOBBIC peEaIuu
(mepem, sapple Tam). Kpome TOTO, CICIyeT OTMETHTH OCOOBIN MOJIKIACC
BHYTpH OBITOBBIX peannid. K HeMy oTHOCHTCS OobIas Tpymmna peanuii,
KoTOpble (opmanmbHO, 0€3 TMONpaBKH Ha >KaHpP, MOXHO OBLIO OBl
NPUYUCIUTh K peanusiM  ObIToBBIM. OpHako, (QYHKIHOHWPYS B
BONIIEOHOI CcKa3ke, 0ojiee MPYyruX BHIOB CKAa3KH COXPAHMBIIECH CBA3b C
JIPEBHUMH BEPOBAaHMSMH, MPEICTABICHUAMU M PUTYalaMH, 3TH peajid
HAaYMHAIOT TATOTETh K BOJIICOHBIM W )K€ CTAaHOBATCS TaKOBBIMH B
ONPCACIICHHBIX YCJIOBUAX, Cp.. nojlomerye — e6blulumoe nojiomernye
(obeper), coat — magic coat (omexna, HAACISAIOMIAs CBOETO XO3SHMHA
Maru4ecKuMH CBOMCTBaMU), forest — dark forest; cmonwvi Oybosvie,
ckamepmu  Opanvie (10 MH(OIOITHYECKUM MPEACTABICHUSAM 11y0 —
CBAILEHHOE, puTyaiibHoe aepeBo [Tomopos, c.443-444], y30p Ha TKaHU
TaKXKe CBS3aH C PUTYAJIOM, HECET ONPEACICHHYI WH(POPMAIUIO, 4aCTO
BBITIONHSAET obOeperarontyro GyHKIwio). [loqoOHbIe peanuu MbI Ha3bIBaeM
MICEBIOOBITOBBIMH, TTOCKOJIBKY B TEKCTE CKa3KU OHU (PYHKITHOHHPYIOT KaK
BonmreOHbIe. MHOTHE M3 HUX HA3BIBAIOT IMPEAMETHI, 3aMECHUBIIHE COOOH
B TIO3/1HEH, MUCEMEHHO 3a()MKCHPOBAHHON CKa3Ke NPEBHUE MarudecKue
aTpuOyThl paHHEW BONIMIEOHOW CKa3KH. ODTO Marmdeckas TIeHEaJIOTHs
NCEBIOOBITOBEIX ~ pealiii YK€ HE  OCO3HAeTCS  COBPEMEHHBIM
JIeMH(OIIOTU3UPOBAHHBIM CO3HAHUEM YUTATEIA-HEeCIICIIUATUCTA
(B3pocnoro wiam pebeHKa), HO OHa OECCIOpHA IS CKA3WUTENsd W IS
ynuraTens-crenuanucra. CpaBHUM J1Ba IpUMeEpa:

1. JKun-6vin cmapux; y Heeo 6vi10 mpu cvina, mpemuii-mo — Hean-
OJypak, Huyez2o He Oendj, MOJNbKO HA nedu 6 yauy cudel 0d CMOPKAICs
[Adanacwes, c. 141].

2. C docaow yxeamuna ona [Enena IlpekpacHasi| ceoio gonuednyio
KHU2y u 3a0pocuna 6 neus [ Adanacoes, ¢.196].

B mepBoM cnydae CIOBO neus, BXOIsIIEe B cocTaB (hpazeosoru3ma
cudemv Ha newu, HA3bIBACT JETallb PYCCKOrO ObITA, SBISSACH TaKUM
obOpaszom sTHOTpaduueckoit (ObITOBOH) peanmeil. B To xe Bpemsi OHO
0003HaYaeT oYar, MECTO, BOKPYT KOTOPOrO OBUIA COCpPEIOTOYCHA BCS
KHU3Hb PYCCKOTO KPECThSIHUHA: HA TICYH POXKIAAIUCH M YMUPAJIH, HA MICUU
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Crayid, B TeYd TOTOBWJIM €Iy, 3MMOH Ha II€4W corpeBamuch. s
«PYCCKOTO TPaTUIIOHHOTO JKUIWIIA ObUT XapaKTepeH eIUHBIN MPHHIINT
BHYTPEHHEH €ro opraHm3anuy U (yHKIHOHAJIHHOTO pACIpeACICHUsN», a
OTIpENIeNAIONINM OBIJIO IOJIOKEHHE II€YH, KOTOpas 3aHWMaia OT OXHON
MIATOW 10 OmHOW dYeTBepTH M30bI [DTHOTpadwms, c.74, 238]. C meunio
TECHO CBSI3aH M3JIOOJIEHHBIH 00pa3 pycckoll BOJIIEOHOW CKa3ku —
«poHndeckuil HeynauHuk» (Emens, MBamymxka-nypadox) [HoBukos,
c.7]. OT0 naeT HaM OCHOBaHMS YTBEP)KIATh, YTO pealus neuv B IEPBOM
npuMepe  SIBISIETCSl  TICEBJOOBITOBOM, OTCIOAa €€ 3HAaYUMOCTb JUIs
KOHTEKCTa. Bo BTopom mnpumepe neys — ObITOBasI peanusi, KOTOpasi K TOMyY
Ke SBIAETCS CTEPTO M 1Oo3TOMYy MOXeT OblTh 3ameHeHa B UT
(yHKITMOHATHHBIM CHHOHUMOM-Hepeannel ocons, a B [IT — ciioBoM fire
mbo omymena. Takum o00pa3oM, MEPEBOTYMK IPHU3BAH YUHUTHIBATH
JIBOWCTBEHHBI  CTAaTyCc IICEBAOOBITOBBIX peanuii. OTOT  cTaryc
00yCIIOBIMBAET, B YaCTHOCTH, (YHKIMOHATBHO-KAHPOBBIM HPHOPHUTET
KOHHOTAaTHBHOTO 3HAYECHUS Y TCEBIOOBITOBBIX peannuii Haj 3HAYCHHEM
JIEHOTATUBHBIM, YTO CYIIIECTBEHHO B ITEPEBOTIECKOM ILTAHE.

Jlns  OBITOBBIX  peanuii WHBAPUAHTHBIM  NPU3HAKOM  SIBISCTCS
HAIIMOHAJFHBIA KOJIOPUT, KOTOPBIHA, CIICOBATEIILHO, W JIOMDKECH OBITh
BOCCO3/IaH B TEpPEBOC B MepBYr0 odepenb. CKa304YHBIN KOJOPHUT st
peanuii  JHaHHOW TPYNmBl — TPU3HAK  PEJICBAHTHBINA, OIHAKO
Bapua0enbHBIN, a 3T0 O3HauaeT ero QakyasraTuBHOCTh W s [IT.
Paccmorpum mpumep. T'epomnst ckazku «['ycu-nebean» (Adanacbe
c.74). oOpamaercs ¢ BONPOCOM K II€YKe, Ha 4YTO Ta Mpeajaraet eu
cHavana checTh NHUPOKOK: Covewb Moe2o poicano2o nupodickad. JleBouka
orBevaeT meuke: O, y mMoe2o b6amiowiku nueHuyHvlie He eoamca! 3mech
Porcanoti nupooicox — obIToBast peanus. CpaBHUM J[Ba BapuaHTa MepeBoIa
IaHHOH peammu: rye cake w rye loaf. Hu cake, um loaf He sBnsroTCs
9KBUBAJICHTAMH PYCCKOH PEaIlH NuposicoK, OJHAKO COOTBETCTBUE cake B
JAHHOM ClIydae mpeamnouTureiabiee. OHO MEHee KOHKPETHO, YeM loaf, U,
KpOMe TOTO, B OTHOM U3 cBoux 3HaueHwit (small flattish loaf of bread)
SIBIISICTCS apXau3MOM; B OPUTAHCKUX CKa3Kax Tepol0, OTIPABISIONIEMYCS
B IYTh, MAIOT ¢ cO00# cake. Bce 3T0 Jenmaer CIOBO cake aqeKBaTHBIM
XKaHPY CKa3Kku. B nmanpHeilieM KOHTEKCTE BBIOOP COOTBETCTBHSA cake
MOICP>KUBACTCSL MCIIOJIB30BAHUEM COOTBETCTBHSA Wheat cake (B OTBeTe
neBoukr). JKaHpOBbIM TNpH3HAKOM (ONBKIOPHOI CKa3KH SIBISETCS
MIPOTUBOTIOCTABIICHUE, TPUEM KOHTpacTta (poicanoti  nupoocox /
nuwenuunvlil nupodcox). IlpotuBonocraBnenue rye cake / wheat cake
XOpOIIO IOHSATHO AHIIMACKOMY YHTATeNl0 (KaK M MHPEeNCTaBUTEISIM
JIPYTUX HApONIOB, 3HAKOMBIX C ATHUMH KyiabTypamu): A0 XVIII Beka B
AHruu Oenbiiit xne0d (white bread) ObLI TIPECTIHKHON €I0H, TOCTYIMHOU
TOJIBKO BEPXHHM CJIOSM OOINECTBA, MPOCTBIC JIOAM €U JICTICIIKA HJIH
xned u3 oBca, suMeHs, pku. CoxpaHss B MEPEBONC BAXKHBIC C TOYKU
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3peHus JKaHpa [pU3HAKK (IPOTHUBOIIOCTABICHHWE, aPXaWdHOCTH),
BOCCO3[aBasi CKa30YHBI KOJIOPUT, IIEPEBOMUMK KOMIICHCHPYET TEM
caMBIM, ITyCTh M HE B IMOJHOH Mepe, MOTEPI0 BaXKHOTO ST OBITOBBIX
peanuii HaMOHAIBHOTO KOJIOPHUTA.

[TomoOHBIM 00pa3oM JIEHCTBOBANN TIEPEBOMUNKH, TIepeaBas oOpalieHus,
BCTPEYAOIINECS B HAPOIHOW BOJIICOHOW ckaszke. MIX MOKHO pa3ieiuTh
Ha O(UIUANLHO-3TUKETHEIC (yapb-cocyoaps, Your Majesty) u HapOmHO-
STHKETHBIE (Oyuia-desuya; bonny lass). HaOmomeHUs: TOKa3bIBAIOT, YTO
¢oHI (QYHKIMOHATPHO CHHOHMMHUYHBIX CIUHHI[ JUIS PCaMi TMepBOi
IPYIIBI OTHOCUTEIHHO HEBEJIMK, HE BCE OHU OOJAa0T CTUIMCTHYCCKON
OKpacKo# U mepeBoAsTCs, Kak mpasuio, aHanorom I15. Uro ke kacaercs
HapOJHO-3THKETHBIX OOpameHuii, TO OHH BCETJa CTHIMCTUYECKH
MapKUpOBaHbl ¥ O0pa3yloT OOIIMpPHBIE PSIbl B3aMMO3aMEHSIEMBIX
€JIMHHII, HATIpUMep:

— oOpamieHne K JEBYIIKe: deduya, Kpacha(sa) oesuya / Oesuya
Kpacuas, eonyoka; oywia-oesuya, lass / lassie / lassy; ma (my) bonnie
lass; my handsome,; my turtle dove; my sweet;, my hinnie; my heart; maid
/ maidy; my dearie; my dear; my darling; little girl,

— oOpamieHue K IOHOIIE: Monodey, O000pbvill Monooey, MIA0ou
tonowa; my lad; my handsome, my sweet, my darling, my heart;

— oOpallleHHe K YeJOBEKy IOYTEHHOTO BO3PACTa: Q0Opbll uenogek;
mobesnwlll bamrwowka,; oedywra, mamywxa, (my) good woman; my lady;
(my) good man; kind good man; bonnie man, father.

BceM aTuM peanusM OPUCYIIH JKCIPECCHBHOCTh, MOIMOHAIBHOCTb,
MOJIOXKHUTENbHAST OLEHOYHOCTD, (DOJNBLKIOPHBIE ACCOIMAIIMU M CKa30YHbIH
KOJIOpUT. HeTpyHO 3aMeTHTh, YTO B KaXKIOM PSIy MMEIOTCS TpsIMbIe
PYCCKO-aHTIIHHCKNE COOTBETCTBHSL: Oamiouika — father; kpacHa oesuya —
bonnie lass, 0obpulil yenosex — good man,; 2onyoxa — my turtle dove. Ilpu
TOM, YTO pCaMU KaXKIAOH W3 Tmap OOHAPYKHMBAIOT CEMAHTUYCCKYIO
OIM30CTh,  BO3MOXKHOCTH  HCIIOJB30BaHUS WX B KadecTBe
B3aMMO3aMCHSACMBIX CIUHUIl TPU MEPEBOJEC OrPAHUYCHBI. [IJTaBHBIM
OTPaHMYHTENIEM 3/IeCh SBISIETCS HAJWMYUE Y JICKCEMBI JOCTAaTOYHO
BEIPAYKEHHOTO HAIIMOHAJIBHOIO KOJNOpHUTA. MHBIMH cloBaMu, moaOupas
cootBerctBue  [I51, mepeBomuMK  JODKEH  W30€rath  IMOJMCHBI
HAIlMOHAJIILHOTO  KOJIOPUTA: HAa HAIl B3DJISAJ, HENb3s MpPH3HATH
aNeKBaTHBIM 3aMeHy KpacHa OJesuya — bonnie lass, TOCKOIBKY
coorBercTtBue IS saBnsercs momianausmoM. B To ke Bpems
HCTIOJIb30BaHUE PEAJIny, HE UMEIOIEH ApKOil HAallMOHAIBHOM OKpacKH, HO
obnajiaronieil Cka30uHbIM KOJIOPUTOM M SIBHO OOHAPYKUBAIOLICH CBS3b C
(dhospkIIOpOoM, OBUTO OBl YMECTHO: KpacHa Oesuya — my handsome / my
sweet / my dear; 6amiowika — father; 0obpwiil monodey — my handsome.
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JIONONHUTENBEHBIM KOMIICHCHPYIOIIUM CPEACTBOM MOXET CTaTh BBEJCHHUE
ycrapesmeit popmel puBercTBust: Good morrow, kind and good man.

Jlst BOMIIeOHBIX peanuii CKa30YHBIA KOJIOPUT SBISIETCS MPU3HAKOM, BO-
MIEPBEIX, PEICBaHTHBIM, H, BO-BTOPBIX, HHBapHaHTHBIM. OTCIONA CIIEAyeT,
YTO UMEHHO CKA30YHBIN KOJIOPHT IOJDKEH OBITH COXpaHEH IpPHU IEepeBoie
HENpEeMCHHO. MHorue BONIICOHBIC peajud HMEIOT B JKaHpe
(GONBKIOPHOW  BONMIICEOHOH CKa3kd (YHKIMOHATBHBIC CHHOHUMBIL.
[Ipoananu3upoBaB CcKa3oyHble TEKCTbl, MbI MOXEM BBICTPOUTH
CIEIYIOIINE U IPYTUE, MOJOOHBIC UM, PSIBL:

— cepebpsanHas NMUYKA, 3010MOl XOXO0N0K, [KOHB] wepcmy dcenesHas,
X60Cm U 2pu6a OZHEHHble; KOObLIUYA 3010MOSPUBAsi ¢ 0BeHAOYAMbIO
Jrcepebamanu; yapesHa-iazywka,; scap-nmuya, golden mare; golden
hen; hen that lays the golden eggs;,

— 30/10Moe NANEUKO, 8OMUEOHI KIYOOUeK, MeOublll / cepeopsaHbviil /
3010MOU  WAPUK, CepeOpAHblil 1apyuK, 60AuleOHbI naamox, magic /
silver wand; golden harp, magic handkerchief; golden snuff-box; crystal
box; magic carpet; cap of invisibility.

BomniieOHble peanuu, MNpeACTaBICHHBIE B OTHX psJaX, HA3bIBAIOT
BOJIICOHBIX TepOeB W WX aTpuOyThl. B coCTaBe TakWxX peanuil 4acto
OOHApPY)KMUBAIOTCS CJIOBA, B 3HAYCHHH KOTOPBIX MPUCYTCTBYIOT CEMBI
«BONIICOHO-(haHTACTUUECKOE» U «(DONBKIOpHOEY»:  gonutebHbIli  /
yyoecnvlil / bpuniuanmoswiii / 3010moi / cepebpauviti / Mmeouwvil /
YYeYHHbILL / ONOGAHHBIL / Jicene3Hbill / Xpycmanvuwlli / CmeKusiHHbIU /
oeHennolti ¥ T.0. OJHAKO Ja)Ke B TOM Cilydyae, KOrJa CJIO0Ba, Ha3bIBAOII[HEe
YyJECHBIX T'epPOeB, MPEICTaBUTENCH HU3IICH JAEMOHOIOTHH, BOIIICOHbIC
[pe/IMEThl, HE HMEIOT NpH cebe SINUTETOB, YKa3blBAIOIIUX Ha HX
HEOOBIYHOCTh, OHU MOTYT MPUOOpPETaTh WHTEHCHBHBIA CKa304YHbIH
KOJIOPUT. DTO MPOMCXOAMUT MO HECKOJbKUM TMpHYMHAM. Bo-TepBbIX,
(ONBKIOpHAsT CKa3Ka OTHOCHTCS K KaHpaM, B OTHOIIEHHH KOTOPBIX
YUTATEIBCKOE OXHIaHHE C(HOPMHPOBAHO IOCTATOYHO YETKO, a YKAHP
OTBEYaeT €My B TMOJHOH Mepe, [O3TOMy BeieacTBue dddexra
uppaguau [ApHosnba, ¢.51] MHOTHE €AWHMIBI MOTYT HpHOOpeTaTh
CKa304YHBIH KOJMIOPUT. BO-BTOPBIX, HA 0COOCHHOCTH OOBIYHBIX HA MEPBBII
B3IJISI TEPOEB, UX NEHCTBHUiA, a TaKXkKe MPEIMETOB ObITa MOXKET BIIOJHE
SICHO YKa3bIBaTh KOHTEKCT: CIIyLIATENlb MOHUMAET, 4TO MMajHla HapeBrya
HE MOXKET BECHTh LICCTBACCST MYJAOB U MPH 3TOM MOTHYTHCS OT yAapa o
€ro TOJIOBY, 3HAYUT, M LAPEBHY, W €ro MaJUla — BOJILICOHbIC, €CIH
KIIyOO4eK yKa3bIBaeT Ieporo MyTh, OH TOXKE UyACCHBIH.

B camom o0mem BuAe YHNOMSHYTBIE  BBIIIE  OIPEACICHUS
B3aMMO3aMCHSAEMBI, IIOCKOJNIBKY J1000€ ¥3 HUX YKasblBaeT Ha
Maru4eckue, BOJIICOHBIC CBOWCTBA HMECHYEMBIX 00BEKTOB. MOT'yT OBITH
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B3aMMO3aMEHSEMBIMU U CAMH PEaliH, SBISIOIIHECS DYHKITMOHAIEHBIMA
CHHOHMMAMH. YCJIOBHS KOMIICHCAI[MOHHBIX 3aMEH TMpH TEepPeBOjIe
BOJIICOHBIX pEaii Te >Ke, 4TO OBbLIM OMHCAHBI BBINIC TSI peajuii
HApOMHO-3THKETHBIX: CJIEMyeT W30erarth WCIOIb30BAHUS HAIMOHAIBHO
OKpAalIeHHBIX ~ COOTBETCTBHI W  BBIOMpATh COMHHIBI, HMCIOIINC
CKa30YHBIA KOJIOPHUT, a TAKOBBIMH SIBIISIIOTCS BCE BOJIICOHBIC pEasnu.
AJIGKBaTHBIM ~ COOTBETCTBHEM  MOXET  CTarh  [EPEBOMYECKUIt
OKKa3MOHAIN3M, B COCTaB KOTOPOTO BXOJST OMNPEICIICHUS magic, iron;
silver, golden; glass(y); crystal n 1.1

Te3suc o0 3aKkOHOMEpHOH B3aMMO3aMEHSIEMOCTH peanuil HapoaHOU
BOJNIICOHOM CKa3ku (Kak B OPUTHHAIEHOM (DONBKIOPHOM TEKCTE, TaK U
IIpU TIEPEBOZIC) TOATBEPKAACTCS TaKUM SIBICHHEM, KaK BapHaTHBHOCTH
¢donpkopa. CoOCTBEeHHO, (DONBKIOPHBIE TEKCTBI W JKaHPHI MOTYT
CyIIEeCTBOBATh Ha  TPOTSDKECHUH BEKOB Omaromaps ZIBYM
MIPOTHBOIIONIOKHEIM, HO M B3aMMOCBS3aHHBIM CBOWCTBaM (DOJBKIIOpA:
YCTOMYMBOCTH W BapHaTUBHOCTU. [0 MHEHHIO M3BECTHOTO PYCCKOTO
¢donpkmopucta b. H. IlyTtuioBa, BapuaTMBHOCTbH SIBISECTCS OIXHUM W3
«CaMBIX OYCBHIHBIX, SPKO BBIPAKCHHBIX, IIOCTOSHHBIX Ka4eCTB
(G oNBKIIOpa, ¢ UCKIIOUUTEIFHON 0053aTeIFHOCTRI0 O0OHAPYKUBAEMBIX HA
caMbIX pasHbIX ero ypoBHsx» [[Tyruinos, c.190]. Kak donskiopuctsl, Tak
U CaMU{ CKa3WTEeNIH NMPU3HAIOT BCE BAPUAHTHI UCIIONHCHHS OJHOTO U TOTO
KE TEKCTa OIMHAKOBO «IPABWIIBHBIMUY», paBHOMpaBHBEIME [YHCTOB].
CpaBHMBasi HECKOJIbKO BApPUAHTOB CKAa3KU Ha OIHMH M TOT )K€ CHOXKET, MBI
yOexxaeMcs B CyIIeCTBOBAHUH B3aMO3aMEHIEMBIX 3JICMEHTOB B paMKax
HECKOJBKHX BAPHAHTOB CKA3KH. SIBJICHNE BApHATUBHOCTH HAOIIONACTCS U
B Oojee IIMPOKHX TpaHHWIAX — BHYTPH BCEro KOpPIyca TEKCTOB
BOJINEOHBIX CKA30K TOW WM WHOW HAIMOHAIBLHOW TPagUITUH. 3aMEHBI
MOTYT OCYIIECTBIISITHCSI HA OCHOBAaHWHU TOTO, YTO PA3THYHBIC EIMHHUIIBI
OKa3bIBaIOTCS OJIM3KUMH TI0 CBOCH CEMaHTHKE, CTHIMCTHYECKOW OKpacke
WIH BBITIONHSIOT B Pa3HBIX BapUAHTaX TEKCTA OJHH M T€ XKE / CXOJIHBIC
¢yukuun. Tak, B cOopuuke AdaHacheBa ckazka «DHUHUCT SCCH COKOI»
MpeJCTaBICHA B JBYX BapuUaHTaX. B mepBoM BapuaHTE CTapYIIKU HAPST
TeporHe, pPa3bICKUBAIOIICH CBOEro »eHuxa, DuHECTA SCHA COKOJA,
nepBast — cepebpsinoe OOHYe, 3010Moe 6epenieHye C 30JI0TOH HHUTKOM,
BTOpasi — cepebpsnoe 011000 U 3010Moe AUYKO, TPETbI — 3010moe
nAneyko 0a ueono04Ky, KOTopas cama BBIIMBacT. Bo BTopom BapuaHTe
JIaHHOM CKa3KW BMECTO CTapyllek — 0aba sra W ee CeCTphl; OHH JAr0T
JIEBYIIIKE 30/10MOU MOAOMOUEK 0d 0ecsamb OPULTUAHMOBLIX 28030UKOS,
3010moe O100euKko ¢ OPUITUAHMOBLIM UWAPUKOM, U ObLICIMPO2O KOHS,
KOTOPBIH orcapom xopmumcs. I1ogOOHBIX TPUMEPOB MOXKHO IPHBECTH
MHOXECTBO. 3/1ech oOpamaer Ha ceOsi BHUMAaHKE [IUPOTA BAPbUPOBAHMUS:
B3aMMO3aMCHSCMBl ~ CIUHHIBI  Pa3HBIX TEMAaTHYCCKUX TPymm —
Marv4ecKue MpeaIMeThl U HCOOBIKHOBEHHBIC cymiecTBa. OObEAUHSACT MX
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HAJIAYHE CEeM <«BONIIEOHOE» M «(ONBKIOPHOE» B 3HAYCHHUU JIEKCEM.
AKTyanu3upoBaTh 3TH ceMbl B cooTBeTcTBUsX [IS1 MoxHO uepes
no0aBIIeHNE OTIPE/IeIICHIH, MMEIOIINX B COACPKAHUN 3TH CEMBI, Cp. TPH
BapHaHTa IEPEBOAA PEaHu pyuiHux: towel (HeHTpadbHOE, KOHHOTAIINN
OTCYTCTBYIOT; HAIIMOHAJIBHBIA M CKAa30YHBIH KOJOPHT OTCYTCTBYIOT) /
magic towel (nepeaH CKa304YHBIN KOJOPHUT, €CTh YKa3aHHE Ha CBS3b C
(GONBKIOPOM; CEMaHTHKAa COXpaHEHa, OJHAK0 3TO HE HMeeT
MPUHIUIAATIBHOTO 3HA4YeHUs) / silver comb (ompaBmaHO, TOCKOJBKY
HECeT CKA30YHBIH KOJOPUT M SBIICTCS, KaK W fowel, BONIICOHBIM
IpeIMETOM).

Takum 00pa3oM, MBI BUAWUM, YTO (DOJIBKIOPHBIH TEKCT HPETOCTABISET
MEPEBOIYNKY HM3BECTHYIO CBOOOAY B IIOMCKE M BBIOOpPE COOTBETCTBHM.
Wnade roBops, QombkiopHas CKa3Ka JaeT INEPEeBOAYHKY JOCTaTOYHO
IIPOKHE BO3MOXXHOCTH HCIIONB30BAHUS KOMIICHCAIMHM — «3aMEHBI
HETIEPEaBaeMOr0 JIEMEHTA MOIMHHHUKA JIEMEHTOM HHOTO TOpPsIIKa B
COOTBETCTBHM C OOWmMM  HMACHHO-XYJOKCCTBEHHBIM  XapaKTEepPOM
MOAJIMHHUKA M TaM, IZ€ 3TO MPEACTaBIsAeTCA yNOOHBIM MO YCIOBHAM
s3pIKa nepeBofa [Penxep, ¢.58]. [IpakTudecku 3T0 03HAYaET CIETYIOLIEE.
Bo-nepBbIX, (hyHKIIMM TOH WIIM MHOM €JUHUIIBI TEKCTa OPUTHHAJIA MOTYT
OBbITH BOCCO3JaHBI JPYTMMH CpeicTBaMH WK B apyroM ¢parmente IT.
Tak, HanpuMep, (GYHKIMH OIYIICHHOW B TEKCTE IEPEBOAE peaslii WM
JMaJeKTU3Ma MOTYT OBITb ~ COXpaHEHBl uepe3  HCIOJIb30BaHHUE
XapakTepHbIX  JJs ¢donpknopa  Jekcuueckux  (ycrapesliue,
IIPOCTOPEYHBIE M PA3TOBOPHBIE CIIOBA, IMEHA COOCTBEHHBIE, IEKCHUECKHUE
MIOBTOPBI) MIIM TPAMMATHUYECKHX (IapauIeIbHbIE KOHCTPYKIHH, TIOBTOPEI,
ycTapeBIINe TpaMMarudeckue (OpMbl W 1p.) CpPeacTB. Bo-BTopsIx,
€AMHHILBI, WCIIONb3yeMbIE NIPH IEPEBOAC AT 3aMEHBI B TE€X CIydasx,
KOra MO KaKUM-THOO IpPHYMHAM HEBO3MOXKEH JXAHPOBO a/IeKBATHBIM
NepeBosl, MOTYT OBITh B3STHI HE TOJNBKO M3 JAPYTMX BapHaHTOB
MEePEeBOJUMON CKa3KH, HO XK€ U3 APYTUX CKa304YHBIX TEKCTOB.

Kpatko ocraHoBHMCS Temepp HAa OCOOCHHOCTSX HCIIOJB30BAHUS
KOMIICHCAIIUH TIPY MEPEBOJIC ACCOIUATUBHBIX M CHMBOJIMYCCKHUX PEATHil.
3HaUMTEeNbHAS YaCTh TAKUX pealuii MMEHYeT TpPAIWIUU, PUTYAIbL,
00psIIbI M UMEET CUMBOJIMYECKOE 3HAUYCHHE, HATIPUMED, napums 6 bame —
3HAYHUT MPOSIBISITh TOCTEIPUMMCTBO: «MBIThE B OaHe — OAHA U3 4epT
CTapUHHOTO  PYCCKOTO TOCTENPUUMCTBA, OKa3bIBAEMOr0 MYTHHKY
[HoBukoB, c¢.142]; aHamormyHoe 3Ha4Y€HHWE WMEET AaHNINHCKOE
BeIpakeHue [he] got a good meal and bed. TlepBast TpyIHOCTB, C KOTOPOH
CTaJKUBAaETCS  MEPEeBOJYMK MOpU  Hepelaye  acCOlHMaTHBHBIX W
CHUMBOJIMYECKHX PEaii, 3aKJIF0YACTCSl B TOM, YTOOBI UICHTU(DHUIIUPOBATH
TaKWe PEeasTuy U BEPHO TMOHATHh UX CHMBOJIUYCCKHUN CMBICI. Jlanee Hy:KHO
HAWTH aJieKBaTHBIC CPEJCTBAa Ui BOCCO3JMAHMS HUX CHUMBOJHMKH U
accormatuBHOCTH B [IT. TlockonbKy B JaHHOM CIydae MBI TOBOPUM O
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(GONBKIOPHONW ¥ / WM CKAa304YHOW CHMBOJIMKE, B KaueCTBE CPEICTB
KOMIICHCALIMK MOTYT OBITh HCIIONB30BaHbl CIUHHUIBI, OO0JAAOIIHe
HAIMOHAIBHBIM M CKa304YHbIM KoJIOpUTOM. Ellle 0JiHa COCTaBJISIIOLIAs
KOHHOTAIlMii ~ aCCOLMATUBHBIX W CHMBOJIMYECKHX  peajuid  —
9KCIIPECCHBHOCTh, AMOIMOHANBHOCTh M OLEHOYHOCTh, KOTOPBIC TaKKe
JOJDKHBI ObITh Bocco3nansl B IIT. BepHemces k peanuu napumo 6 Oaue
(6aba sea [...] nanouna, Haxopmuna yapesuua u 6 OAHe GbINAPUNA).
Kanbka Baba Yaga steamed him in the bath, Bo-TiepBbIX, MaJO TIOHATHA
OpPEeICTABUTEISIM  KYIbTYpbl, B KOTOPOH TakoW TPajMIHMU HET:
aHIIMYaHAM CKOpee M3BECTHBI Typeukue OaHu. Bo-BTOpBIX, HE OJHO U3
3HAYCHMI IJIaroja sfeam HE COOTBETCTBYET PYCCKOMY napums (8 6awe).
AJIeKBaTHBIM COOTBETCTBHEM MOTJIA ObI CTaTh aHIVIMHCKAsh QOJIBKIOpHAS
(dbopMyIa co 3HAYCHUEM «ITPOSIBIISITH TOCTEIIPUUMCTBOY.

BriBoabl. Bocco3nanue HaMOHATBHOM crieln()UKN OpUTHHATIA SBIISETCS
00s3aTeTIFHBIM  YCIIOBHEM aJ€KBaTHOCTH IepeBonpa. M3 srtoro cremyer
HEOOXOIMMOCTh BHUMATEIIFHOTO OTHOIICHHS K peanusM, A KOTOPBIX
HAIAYAE HAIMOHAIBHO-KYIETYPHOTO (DOHA SBISIETCS WHBAPHAHTHBIM
MPU3HAKOM. BBUIO yCTAHOBICHO, YTO peajHyd HApOJHOHM BOMIMICOHON
CKa3Ku O00JaJaroT, IOMHMO HAIMOHAJNBHOTO KOJOpUTA, TaKkKe U
CKa30YHBIM KOJIOPUTOM. [IOCKONBKY 3TH JIB€ COCTABISIOIINE KOHHOTAIIMN
CKa30YHOW pealliil JOTONHSIOT, YCHIMBAIOT U MOTYT 3aMCHATH JPYT
Jpyra, WX CICAyeT pacCMaTpPHBaTh KAaK WMCTOYHUK IMOTCHIHMAIBHBIX
COOTBETCTBHUIl, K KOTOPHIM MOXXHO OOpaTUTBCS B IPOIECCE MEPEBOJIA.
Coxpanenne cka3ognoro koioputa B IIT momoraer BOCCO3TaHHUIO
HAIIMOHAJIBFHO-KYIETYpHOTO (oHa ™ HaobopoT. Takoe CBOWCTBO
(OJIKIIOPHOTO TEKCTa, KaK BapHAaTUBHOCTH TMO3BONSET 3(h()EeKTHBHO
HCTIONB30BaTh KOMIICHCAILIMIO: BMECTO OIHOM peannd HCIONB30BaTh B
mepeBofe Ipyryoo, ONM3Kyl0 ed 10 CeMaHTHKe, (YHKIUIM,
acCOIMAIHSAM, CTHINCTHYSCKON OKpacKe; MEHEe U3BECTHOC PELUNHCHTY
MPUHUMAIOIICH TPATUIMK 3aMCHATH 00Jice U3BECTHBIM MM OOJIee JIETKO
MOJTAIOIIIMMCS TICPEBO/LY.

HepClIeKTI/IBBI HCCIeI0BAHUSA. PaCCMOTpeHI/Ie C TOYKH 3pCHUA
nepeBoga KOMIICHCATOPHBIX BO3MOXKHOCTEH JOIIOJTHUTCIIbHBIX TCKCTOB H
I/IJ'I.]'HOCTpaIII/Iﬁ npu U3JaHUHU C60pHI/IKOB CKa30K MOXET COCTaBUThb
TIEPCICKTUBBI HCCIICTOBAHUA.
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LATE NEO-VICTORIAN FICTION AS A PART OF THE
NEO-HISTORICAL FICTION: ON THE STATEMENT
OF THE PROBLEM

Dr. Yu.S. Skorokhodko

Associate Professor, Russian and World literature Department, STAEI HE “V.I. Vernadsky
Crimean Federal University”, Simferopol, Crimea, Russia

Annomayusn: Aunenuitickas Kynemypa pyoesxca XX—XXI sexoe
Xapaxmepusyemcs oopaujenuem K Haubonee 3HaYUMbIM nepuooam
6 ucmopuu u Kymwmype Benuxobpumanuu u nonvimxamu
nepeoyenums ee ¢ nosuyutl Haueeo epemenu. OOHUM U3
nposAeLeHUll MaKo2o oopawjeHusi K cOOCMEEHHOMY NPOULIOMY 8
aumepamype AIAemcs HeO8UKMOPUAHCKAA Npo3a — seleHue
CIIOJICHOE U NOCMOSIHHO 38010YUOHUpYIowee. Heosuxmopuanckuil
poman konya XX — uauana XXI eexos, npuuucisiemvlii HAMU K
Mmaaouiet HeOBUKMOPUAHCKOU npose, omHuocam K
Heoucmopuyeckoli  pomauucmuke. ILlenvto  Oanmou  cmambvu
A6NIAEMCS NONBIMKA PACCMOMPEHUS ABLEHU «HEOBUKMOPUAHCKUL
POMAMY KaK npeocmasumens HeOUCMOopU4ecKoli npo3ul.

Knwouegvle cnoea: Heosuxmopuanckuii poman — maaouie2o
NOKOLEHUs!, HeOUCMOPUHECKUTL POMAH.

Summary: The peculiar feature of the late 20-th and the early 21-
st century English culture is a turn to the most significant periods
of the British history and culture in attempt of re-thinking and re-
visioning them from the modern point of view. Neo-Victorian
fiction is one of the manifestations of such appeal. Neo-Victorian
fiction is a very complex and evolving phenomenon. The late 20-th
and the early 21-st century neo-Victorian novels which we call ‘late
neo-Victorian novels’ are referred to the neo-historical fiction. This
article examines the phenomenon of the neo-Victorian fiction as part of
the neo-historical one.

Keywords: late neo-Victorian novel, neo-historical novel.

Komenn XX — mHayamo XXI BekoB 0O3HaAaMEHOBAIUCH HEOOBIYAWHBIM
HHTEPECOM KO BCEMY BUKTOPHAHCKOMY: 00pa3y KU3HU BUKTOPUAHIIEB, X
TpaJuIMsIM, HUCKYCCTBY M, B YacTHOCTH, jureparype. OOpamienue K
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BUKTOPUAHCKOW JIOXE M BUKTOPHMAHCKUM IIEHHOCTSIM B XX BeEKe
MPOSIBHJIOCH B (opMe  HEOBUKTOpPHAHCTBA  (neo-Victorianism).
HeoBukTopmancTBO Kak KyJABTypHOE ¥ COIHMAJIbHOE  SIBIICHHE,
npencTapJsonee codoil COBpeMEHHYIO TpaHC(HOPMHUPOBaHHYIO (GopmMy
BUKTOPUAHCTBA, 3apoAWIoch B mocieqHed TpeTd XX Beka B
BenukoOputanuu u 3asBUIO O cebe B JIUTEeparype, TeaTpe, MYy3bIKe,
M300pa3UTEIBPHOM UCKYCCTBE, KHHO, aPXUTEKTYPE, MOJIC, STUKETE.

HauOompmree  pasButme B 00JMacTH  JIMTEPaTypsl  MOIYYMII
HEOBUKTOPHAHCKMH pomaH (neo-Victorian novel), npeacTaBiasiomui
co0Ol  CIIO)KHOE, MHOTOIpaHHOE, IIOCTOSHHO ABOJIIOLHOHUPYIOLIEEe
sBiIeHHe. B 9Toil CBs3M MBI mpemlaracM JEeJUTh HEOBUKTOPHUAHCKHUH
poMaH Ha JBa IOKOJCHWS: HEOBHUKTODHAHCKMH pOMaH CTapIlero
MOKOJICHNST M HEOBUKTOPHAHCKMH pOMaH Miafmiero mnokoneHus. Ilo
HalleMy MHEHUIO, KPUTEpHEM pa3[eeHHs HEOBUKTOPHAHCKUX POMAHOB
Ha JBE€ TPYIIIEI MOXKET OBITH TO, HACKOJIBKO OHM ITOJBEPKEHBI BIUSIHUIO
KOHIICTIINH ToCTMOiepHu3Ma [ 14].

He ocranaBnmBasce neTampHO Ha OCOOEHHOCTSIX HEOBHKTOPHAHCKOTO
pOMaHa CTapIIero IMOKOJICHHs, CKa)XXeM, 4TO OH MpPEACTaBiIsieT co0oi
OOpaIeHHBIH K SMI0XE BUKTOPHUAHCTBA UCTOPUOTPAGUICSCKHN METapOMaH
B €ro KJIACCHYECKOM BHC. JTO POMAaHBI, KOTOPHIC OBUIA CO3JaHEI, B
OCHOBHOM, 70 KoHIAa 1990-x rogoB — B 3MOXy, KOTAAa B JIHUTEparype
JIOMUHHPOBATM KAHOHBI THOCTMOJCpHU3MAa. K  HEOBHKTOPHAHCKOM
POMaHHOM TMpO3€ CTApIIEro IOKOJICHUS MBI OTHOCHM CIICAYIOIIHE
mpousBeneHus: «KeHmuHa ¢(panmysckoro neireHanta» k. daymsa
(J.R. Fowles) «3aBemianne Ockapa Yaiimbaa» (The Last Testament of
Oscar Wilde, 1983), «Uarrepron» (Chatterton, 1987) u «IIpormecc
Ommzaber Kpu» (Dan Leno and the Limehouse Golem, 1994) I
Axpoitna (P. Ackroyd), «O6mananue» (Possession: A Romance, 1990)
A.C. baiiert (A.S. Byatt).

HeoBukropraHckie poMaHbl MJIa/IIIero NOKOJIEHHs, COPMHUPOBABILUECS
B pe3ylnbrare O3BOJIOIMOHHBIX  W3MEHEHWH, NPOW3OLICAMINX C
UCTOPHOTpaUUECKUM METapOMaHOM, Hayajli MaccoOBO CO3/1aBaThCs C
koHna 1990-x romos. K MiuamgmieMy NOKONEHUIO HEOBUKTOPHUAHCKON
po3bl MBI OTHOCHM poManbl «bapxarHeie korotkn» (Tipping the Velvet,
1998), «Hutp, coTkanHas u3 TeME (Affinity, 1999), «Tonkas pabota»
(Fingersmith, 2002) C. Yorepc (S. Waters), «barpoBblii JI€NECTOK U
oenwiity (The Crimson Petal and the White, 2002), «SI6moko. Pacckassl o
monsx u3 «barpoBoro nemnectka» (The Apple: New Crimson Petal
Stories, 2006) M. @eitbepa (M. Faber), pomanst London Dust (2003), A
Metropolitan Murder (2004), The Welfare of the Dead (2005), The Last
Pleasure Garden (2007) JI. xxekcona (L. Jackson), «Cmbici Houn» (The
Meaning of Night: A Confession, 2006) u «3epkano BpemeHn» (The
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Glass of Time, 2008) M. Kokca (M. Cox), Kept: A Victorian Mystery N.
k. Tetinopa (D.J. Taylor), The Journal of Dora Damage b. Ctapnuar
(B. Starling), «Ceanc» (The Séance, 2008) k. Xapsyna (J. Harwood),
«ITomo3penuss muctepa Yuduepa, wiu YowiictBo Ha Poyn-Xwmm» (The
Suspicions of Mr Whicher, 2008) K. Cammepckeiin (K. Summerscale),
«Crexknsunbiii nBopery (The Glass Palace, 2002), «MaxkoBoe Mope» (Sea
of Poppies, 2008) n River of Smoke (2011) A. Toma (A. Ghosh),
«Ycxopsiromuiicst nabupuat (The Quickening Maze, 2009) A. ®oynnza
(A. Foulds), «Cseruna» (The Luminaries, 2013) O. Karron (E. Catton),
Rustication (2014) Y. ITammucepa (Ch. Palliser) u MuOTHE npyTHe. 3n0ech
CEIyeT CHeJaTh OrOBOPKY: TpaHMIA MEXIy IBYMs MOKOJCHUSIMHU
AQHTJINHACKOTO HEOBUKTOPHAHCKOTO pPOMaHa HOCHUT YCIIOBHBIM XapakTep.
Takoe pa3meneHue BBIABISACT OOIIyI0 TEHISHIWIO, HO OHO HE
KaTeTOPUYHO, a XPOHOJOTHS HE SBISIETCS B JaHHOM CiIydae
OTIPENIeNAIONIeH, XOTd UMEHHO OHAa OXHOW W3 MEPBBIX CHUTHAIH3HPYET O
CBOMCTBAX M XapaKTEPUCTHKAX TAaKoro pomaHa. Tak, Hanpumep, pomad Y.
Mammcepa «KBunkanke» (Quincunx, 1989), mepBble poMaHBI CepUU O
npodeccope Mopuaptu u Illepnoke Xonmce [x. I'apnuepa (J. Gardner):
«Bosspamenne Mopuapt» (The Return of Moriarty, 1974), «Mectb
Mopuaptu» (The Revenge of Moriarty, 1975) — 3aKITOUNTETBHBIN pOMaH
cepun «Mopuapru. Ilocnenusis miasa» (Moriarty) ObUT OIyONUKOBaH B
2008 . — MBI OTHOCHM K HCOBHUKTOPHAHCKHUM pPOMaHAM MIIAJIIICTO
nokoseHus. OJJHaKO, MOCKOJIBKY OOJNBIIMHCTBO POMAHOB, OOJIAJAIOIINX
KadeCTBEHHO HOBBIMH XapaKTEPHCTHKAMH, OBLIM HAITMCAHBI WMEHHO B
koHme 1990-x romoB W mMo3gHEE, BCe pPOMaHBI, OOIaNalONIde ITHMH
HOBBIMH 4YepTaMH (B TOM YHCJIE M CO3MaHHBIe 0 KoHIa 1990-x romoB),
MBI OTHOCHM K MIIQIIIEMY ITOKOJICHUIO HEOBUKTOPHAHCKUX POMAHOB.

Pomansl, npudncigeMsie HaMH K HEOBHKTOPHAHCKOH IPO3€ MIIAAIIETO
MIOKOJICHHS, OTHOCST K TpyNIe HEOHCTOpUYECKUX pomaHoB. Llembio
JIaHHOM CTaTbU SIBJISETCS IOMBITKA PACCMOTPEHHS HEOBHUKTOPHAHCKOTO
pOMaHa C TOUKH 3PEHUs €r0 HEOMCTOPUUECKUX XapaKTEPUCTHUK.

IMonsitue «Heoucropuueckuii poman» (neo-historical novel) HoBoe B
COBpPEMEHHOW Hayke O JjuTeparype. TepMHH OBLI BIIEpBHIE 3asBICH
YYEHBIMU M OpPTaHHM3aTOpaMM CHMIIO3MyMa, MOCBSIIEHHOTO HpodieMam
HeoucTtopudeckoi mpo3sl Neo-Historical Exoticism and Contemporary
Fiction (ITopremyt, Benukobputanus, 2011 1.), Ha KOTOPOM BBICTYITHITH
BeAylIME CIEUUATUCTl COBPEMEHHOCTH B  00/acTH  U3y4eHHs
XyJI0XKECTBEHHON JTUTEpaTyphl Ha uctopudeckyro Temaruky: T. Konry (T.
Kontou), H. Jlerucre (G. Letissier), II. ITympxam (P. Pulham), J.®.
Canod¢ (D.F. Sadoff), JI. Xammm (L. Hadley) u npyrue. Ilo pe3yasraram
paboTsl KOH(EpEeHIMH W JNANbHEWIIMX W3BICKaHMH (ritonoroB ObLIO
OIyONMKOBaHO  €IMHCTBEHHOE Ha JIAHHBIH MOMEHT  II€4aTHOE
UCCIIEIOBaHNE SBJICHUS «HEOUCTOPUUYECKHH pPOMaH» — KOJUICKTHBHAS
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MoHoTpadus Exoticizing the Past in Contemporary Neo-Historical
Fiction (Ed. E. Rousselot, 2014). B paGoTy BomIM MaTepraibl yUeHBIX,
MIPEACTaBISIOMNX YHUBEPCUTETHI pa3HBIX cTpaH EBpomsr: J. Pycymo, H.
beratiim (N. Bentley), 3. Crorr (E. Scott), P. Apuac (A. Rosario), D.
Kapamu (E. Cavalié), T.-M. Metiep (T.-M. Meyer), I'. Baiiepa (G. Bayer)
U Jpyrux, 4YTO CBHUJCTEIBCTBYET 00 aKTyalbHOCTH MpeaAMeTa
HCCIICIOBaHUS ¥ IIMPOKOM HWHTEPECE COBPEMCHHOTO YYCHOTO MHUpa K
npo0JieMe HEOUCTOPUIECKOH MPO3HI.

Omnpenensisi HEOMCTOPUYECKUIT pOMaH B CaMOM IIHUPOKOM CMBICIE,
yYeHble HMMEHYIOT JaHHBIM TEPMHHOM TpYyIIy pPOMaHOB Ha
UCTOpPHYECKYIO TeMaTHKy pyoeska XX—XXI BekoB, (OKYCHPYIOIMNXCS Ha
Pa3NMYHBIX 3HAYUTENBHBIX JSTalax Pa3sBUTHA AHIIHICKOTO OOIIEeCTBa,
KOTOpBIE  OOBEIUMHEHBI  KPUTUYECKUM  MNPUHIHUIOM  H300paKeHUs
neicteuTenbHOCTH. K HeomcTropuueckod pPOMaHHOW TPO3E OTHOCST
HEOBUKTOPUAHCKUH, HEOTIOIOPOBCKUH (neo-Tudor novel),
HeodaBapauanckuii (neo-Edwardian novel) pomanbl a Takke poMaH
HeocopokoBbIX (neo-Forties novel) [11, p.2; 10]. Paccmorpum
0COOCHHOCTH HEOBHKTOPHAHCKOTO POMaHa MIIAJIIETO MOKOJEHHS Kak
MIPE/ICTaBUTENS] HEOUCTOPHIECKON MPO3BI.

HeoBukropuanckuit poman koHma 1990-x — 2000-x romoB Kak
[pEeICTaBUTENb  TPYNIbl  HEOMCTOPUYECKUX  POMAHOB  OTYACTH
MIPOJOIDKAET TPaIulUuu HcTopHorpaduyeckoro Merapomana 1960-x —
1980-x romoB — HEOBUKTOPUAHCKOIO pOMaHa cTtapuiero noxosienus. OH
BEIpAcTaeT Ha (yHmamente nnen MTOCTMOJIEPHUCTOB,
MMOCTCTPYKTYPAJIMCTOB M MpEICTaBUTENICHi HOBOTO HMCTOpH3Ma. 3amada
cozfarene Mulaauieli HEOBUKTOPHMAHCKOM POMAHUCTUKM COCTOUT B
MIEPEOCMBICIICHHIH ITePHO/ia BUKTOPHAHCTBA B HCTOpHHU BennkoOpuranmm,
COILMANIbHOM, KYIBTYPHOM M TOJMTHYECKOW CTOpPOH ku3HM XIX Beka.
Takoii poMaH sIBIISIETCS PE3YABTATOM Pa3BUTHUSI COBPEMEHHOM KYNBTYpHI U
OIIHOBPEMEHHO OTBETOM Ha TMpOLECCHl, MPOUCXOASIINE B HEl U B
obmiectBe. PaccmoTpenue criennuKkd HEOBHUKTOPUAHCKOTO pPOMaHa Kak
HEOMCTOPUYECKOT0 pOMaHa HauyHEM C OCOOCHHOCTEH M300paxeHus
IIPOILJIOTO B TAKOM Mpo3e€.

OT00pakeHHE UCTOPUHU B HEOMCTOPUIECCKOM POMAHE CTPOUTCS HA HJICE O
ee HeIOKa3yeMOCTH M, KaK CJIEJCTBHE, MHOTOBAPHMAHTHOCTH. JlaHHBIN
MMOJIXOA K BOCCO3JAaHHMIO MHHYBIIHX BpeMEH B poMaHax KOHIA XX —
Hayama XXIBeka W, B TOM 4YHCIE, HEOBHUKTOPMAHCKOTO pOMaHa
MJIQJIIIIETO MTOKOJICHHUS, O0OBSICHACTCS HECKOIBKIMHU nprauHaMmu. [Ipexae
BCETo, Takas mpo3a HacleayeT GrIoco(uio BOCTIPUATHS U H300paskeHUs
MPOIIJIOT0 B pOMaHaX, NMPHHAUICKANINX CTapIiedl HEOBHKTOPHAHCKON
mpo3e Kak TOCTMOJCPHUCTCKOW Ha HMCTOPHYCCKYHO)  TEMATHKY.
Crieruduika U300paXKeHUS BHUKTOPHUAHCKOMH HCTOPHH B
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HEOBHKTOPHAHCKOM ¥ HEOHCTOPHYECKOM pOMaHE peajn3yeTcs depes
ocoOyro  Qopmy mpaBaomomoOus, KOTopas, C OJHOH CTOPOHBI,
OTIMYaeTcs OT SBHOM caMOpe(IeKCHBHOCTH TOCTMOAEPHHUCTCKON
Mapoauu, a C JPYyroi, omupaercs Ha yx e TpaguuuoHHOe B XX BEke
YTBEpKICHIE HEBO3MOKHOCTH TOYHOTO BOCIPOM3BENEHHS Mpomuioro. B
pe3ynbTare MpaBONOJOOHOE HM300pakeHWe  yIIeJIIUX OJI0X B
HEOMCTOPUYECKOM POMaHEe BBITJLIIUT IOJUIMHHBIM, HO Ha CaMOM JIelie
TaKOBBIM HE SIBJISICTCS: OIMCBIBACMBIC 3[ICCh COOBITHS BBIMBIILICHBI, a
YyuTaTeNnb HaONI0JaeT WILIIO3MI0 NCTOpHYECKOi peanbHOCTH [9, p.3; 11,
p. 4]. Ocoboe HeoUCTOPUIECKOE MPABIOMOI00NE B COBPEMEHHOH Mpo3e
HECeT BAXHYIO MWICHHYIO Harpys3Ky: BO-TIEPBBIX, OHO YKa3bIBacT Ha
HOCTaJIBI'YEeCKOe, OEPEeKHOE OTHOIIEHIE aBTOpA K aHTIUIICKONH UCTOPHUU
W, BO-BTOPHIX, IMIO3BOJSIET €My MAaCKHpOBaTh 3a MPaBIOIOI00HO
BEIMMMUCAHHBIM HCTOPUYECKHM (OHOM KpPUTHYECKOE OTHOIIEHHE K
BHKTOPHAHCKOM *u3Hu [11, p.5].

Hens0exXHOCTh  «HCKKEHUS» HCTOPUIECKOH JIEWCTBUTEIBHOCTH B
HEOWCTOPUYECKOM pOMaHE BIIOJIHE €CTECTBEHHAa TaKXke W 10 TOH
MpUYMHE, YTO 4YeNOBEYeCKas MbBICIb M TaMATh, KOTOPBIC 3Ty
JIEHCTBUTENILHOCTh PHUCYIOT, POXKACHBI HACTOSIIMM, a HE MPOILIBIM.
[Totomy, moboe BocroMHHaHUE, 1000 M300paXKeHHE YILIEMIIei 31oXu
Bceraa 0OMaH4YHMBO, CYOBEKTUBHO M MPEACTABISACT OO0 HEKHI BapHAHT
MPOIIJIOr0, CO3MaHHBI B COOTBETCTBMU CO B3DIAJAMH U HJICOJOTHCH
KOHKpeTHoro nucateins [11, p.7].

M.-JI. Koyaky (M.-L. Kohlke) mumer eme 00 onxHOW mpUYHMHE
CYIIECTBOBAHUS BOJIBHOTO IHCATENBCKOTO OOpaIlieHuss ¢ HCTOPHEH,
CBOOOJIBI B CO3JJaHUM COOCTBEHHBIX, aBTOPCKUX BApHUAHTOB IPOIIIOTO,
CTaBIlIeW aKkTyaJpHOUM yXe B Hamu OHU. MccienoBaTtenbHULA 3asBIISIET,
9TO B pe3ysbTaTe Mpoliecca II00ATN3aluN, KOTa «IPYTHe KYJIbTYphl U
TEPPUTOPHUN» CTAHOBATCS «OOJIACTHIO CBOETO, a He uyxoro» [2, p.4-5], y
aHTJIIMYaH BO3HUKACT CHIbHAS HOCTAIBIHS [0 COOCTBEHHOMY MPOIILIIOMY.
B XXI Beke, korga mporpecc U TEXHUYECKHE HOBUHKH MOATATKHUBAIOT
COBPEMEHHHUKOB K IMIO3HAHUIO HOBOT'O U HEU3BEJIAHHOT0, UMEHHO UCTOPUS
CTAHOBHUTCS TEM CaMbIM HEBEJOMBIM, KOTOPOE XOUETCSI OTKPHIBATh.

. Jloysnranse (D. Lowenthal) mucain, 4Tto «mpoumuioe — 3TO uyxkKas
crpanay [7]. JleWCTBUTENBHO, HMCTOpUYECKAs PEATHbHOCTh HACTOJIBKO
OTIIMYAaeTCAd OT JKM3HM CETOJHS, YTO BBITJLIAWUT SK30THYHOW B Tia3ax
coBpeMeHHUKOB [6, p.12]. Tesuc JI. JloysHTanms Jsier B OCHOBY
COBpeMEeHHOW Teopun O. Pycymo o Tak Ha3pIBaeMOW «IK30THU3AIIUID)
BOCTIPHSITHS U H300pa)keHHsl TPOIUIOTO — «3K30TH3AIUH IIPOILIOTOY
(exoticising the past) [11, p.1], — BOIUIOMEHHOW B HEOMCTOPHUECKOM U
HEOBUKTOPUAHCKOM pomaHax. OKC(OpPIACKHUN CIIOBAaph JIaeT Cieaylollee
00BsSCHEHHE TJIaroja, OT KOTOPOTO YYEHBIMH ObUT 00Opa3oBaH HOBBIH
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JUTEPAaTypHBIH TEPMUH: “‘eXoticize” — «ONMUCHIBaTh KOTO-THOO WA YTO-
b0 Kak HE3HaKOMOE, PK30THYHOE WIIM HEOOBIYHOE, POMAHTHU3UPOBATH
WM BOCXBAJATH KOro-nub6o wim uto-mubo» (FO.C. — nmepeBox nHam) [3].
3. Pycymno cnpaBeamuBO NPEAIONOKHMIA, YTO CETOMHS OIpeNeIeHHBIN
HNCTOPHYECKUHA IEepPHOA BOCHPHHUMAETCS KaK HE3HAKOMas MECTHOCTD,
00pa3 KHU3HHU B KOTOPOH B 3HAYUTEIHHON Mepe OTIUYACTCS OT TOrO, Y4TO
MPHUHAT Y HAC, a MPOILIOE B I[EIIOM BHIUTCSA Y€M-TO JAJICKHUM, TIOJ Yac,
Yy)KMM U HEIIOHATHBIM, T.C. UCIOJHECHHBIM 3K30THUKHU. Pycyno cpaBHmia
OCBOCHHE THCATEIIEM UCTOPHH U €€ MPEJCTABICHUE B HEOUCTOPHUYCCKOU
Mpo3e ¢ MYTCIICCTBHEM B HEKYIO 9K30THYECKYI0 MECTHOCTh U BEIICHHEM
MyTEBBIX 3aMETOK. Tak HCCleNOBaTeIbHHIIA MOJYCPKHYIA CXOXKECTh
HEOHMCTOPHYECKOTO pPOMaHa C TPaBEJIOTOM; pa3lUunie MEXAYy HHUMH
COCTOHWT JIMIIB B TOM, YTO B TPaBEJIOTe MPOUCXOIAIISEe Pa3BOPATUBACTCS
B reorpad)n4eckoil IUIOCKOCTH, a B HEOMCTOPHYECKOM pOMaHe — BO
BpeMeHHOU. B To ke Bpems, 3ajaua OJTHON W IpYyroil Mmpo3bl COCTOUT B
oOpameHnn K KyJIbType, peaiisiM, oObdasiM W TPagulusM TeX, KTO B
Takou nureparype Gpurypupyer.

OOpamasch K OIpENeICHHOMY HCTOPUYECKOMY MEepHOAY, aBTOp
HEOUCTOPUYECKOTO POMAaHA PHCYET YUTATEIbCKOW ayAUTOPUM KapTUHBI
9K30THYHOTO  «IIHOro», COOTBETCTBYIOIIETO KOHKPETHOM  3IOXe,
HaIpuMep, «HEOTIOJOPOBCKOE dK30THUHOE MHOE», «HEOBUKTOPUAHCKOE
sk3otTnuHOe HHoe» u T.4. [1]. B HEOBUKTOpHAaHCKOM pOMaHE TaKoi
9K30TUYHON MECTHOCTBIO CTAHOBHUTCS BHUKTOPHAHCKAasi SI0Xa, JIOAM,
KUBYIIHE B HEH, UX KyJIbTypa, 00bI9an U Tpaauiuu. Pa3BuBas uaero o0
3K30THYHOCTH npomoro, M.-JI. Koynky Ha3plBaeT HEOMCTOPUYECKUMN
poMaH W HEOBUKTOpHAHCKMH poman pybdexa XX-XXI Bekos
MIPOSIBIIEHHEM HOBOTO opueHTanmu3Ma (the new Orientalism), B KoTOpoM
XIX Bek H300paKaeTcs «3anaIHOKYJIBTYPHBIM, 3araJ09HbIM,
SPOTU3UPOBAHHBIM, 3K30THUeCKUM UHBIMY [6, p.12].

BocnpusitTue Hekoll pealbHOCTH KaK HK30THUECKONW — HJIET JIU pedb O
reorpadud WJIM MCTOPUM — TIpeJIoyiaraeT CyObEeKTHBHOE K HHUM
otHomeHne. K  momoOHOMY — BOCHPHSTHIO MHUHYBIIMX  BpEMEH
N00aBIsIeTCs JKeJaHWe IHUcaTelsl CO34aTh COOCTBEHHBIH aBTOPCKHUM
BapUaHT MCTOPHUM, TIOAKPEIUIEHHBIH HEBO3MOXHOCTBIO  TOUHOIO
BOCIIPOM3BECHUS TIPOIIIOTo. B pe3ynpraTte HampammBaeTcs: BBIBOJ, YTO
aBTOPbl HEOWCTOPHYECKOTO pOMaHa HE CTaBAT CBOCH IEJBIO
BOCIIPOM3BOAUTH COOBITHS TPOILIOTO KaK TaKOBBIE, OHU CTPEMSATCA
IMpUAyMaTb HCTOPUIO 3aHOBO, AKIECHTHPYS BHHMAaHHE Ha KYJIbType
OTIPEJICIICHHOW JMOXU. B CBOIO odepeab OCHOBHOW OCOOEHHOCTHIO
HEOBUKTOPHAHCKOTO pomaHa MITaJIIIETO TTOKOJICHHS KaK
HEOUCTOPUYECKOrO POMaHa U TTaBHOM 3a1adeil ero co3farene sBaseTcs
He BOcco3laHue ucropuueckux coObitmii XIX Beka, a nzo0OpaxeHHe
KyJIbTypHOH M COLMAalIbHOI BuUKTOpHaHCKOH cpeasl. Ha ocHoBe peanuit
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AHTIIMICKON HMCTOpHH, O0COOEHHOCTEH ee KyIbTypHOW, HAallMOHAIBHOM,
COIMANILHOW W TTOJIMTUIECKON KU3HU CO3/1aeTCsl HOBasl, HHAUBUAYAIHHO
aBTOpPCKasl «BUKTOPHAHCKAsl PEATbHOCTH» — HEOBHKTOPHAHCKUI pPOMaH.
WTak, HEOBUKTOPHMAHCKHH pOMaH BKIIOYaeT B ceOs TpU BaKHBIC
COCTaBIISIIOIIME: BUKTOPUAHCKUM  HCTOPUYECKUHM, COLMANBHBIA U
MOJINTUYECKUI KOHTEKCT, BUKTOPHAHCKYIO KYJIbTYpy M OCOOEHHOCTHU
HallMOHAJIBHOTO  XapakTepa  OpuraHumeB  XIX  Beka.  MoxHO
[IPEAINOJIOKHUTD, YTO TaKasl )K€ MOJIENb, HO C YY€TOM MHON MCTOPUUYECKON
cpenbl, JIEUCTBYET W ISl JAPYTUX HAampaBieHU HEOUCTOPUYECKOIO
pomana.

DK30TH3aLUS TPOILIOTO obecrieynBacT TIPUBJIEKATEIbHOCTD
HUCTOPUYECKOHN IEWCTBUTEILHOCTH B TJIa3aX COBPEMEHHOW YMTATENIbCKOM
aymuropun [11, p.7]. JeiictTBue B HEOBHUKTOPHAHCKOM pOMAaHE
MPOUCXOOUT B BHKTOPHAHCKOW AHIIHHM, a BeIb HW3BECTHO, YTO
BHKTOpPHAHCKAS CTapuHa 0YapOBBIBACT COBPEMEHHUKOB B
BenmnkoOputannn u Bo BceM Mupe. Takoe BOCIPHATHE BUKTOPHAHCTBA
TPaIUIIMOHHO: IIEJbIe MOKOJCHUS BBIPOCITH Ha TBOPYECTBE KIACCHKOB
XIX Beka, JKpaHM3alUsIX HUX TBOPYECTBA M MOTOMY aCCOLMUPYIOT
XIX Bek ¢ JOOpHIMH IETCKUMH ¥ FOHOIIECKHMMH BOCIIOMUHAHHUSMH.
AHrIMYaHe HaIlero BpPEMEHH, KaK OHM CaMHU OTMEYaroT, B JYyIIe
OCTarOTCsl BHUKTOpDHAHIIAMM, IIOCKOJBKY HACJEAYIOT BUKTOPUAHCKUE
Tpamuiyu, o0pa3 >XU3HH M MPHHIUIBI OOIIECTBEHHOTO YCTPOWCTBA.
bpurtanupsl KMBYT B J0Max BHUKTOPHMAHCKOM MOCTPOMKH, Cpeau
MpeaMeToOB MHTEepbepa, coxpaHuBimxcs ¢ XIX Beka, mepemMemniarorcs B
rmoe3ax MW METPO, TOJAPEHHBIX »JIOXOW KoposieBbl Bukropum.
BukTOopnaHCTBO CTAaHOBUTCS CHHOHHMOM BCETO aHTJIHMICKOTO, a MOTOMY
MTOHATHO, YTO BCE C HUM CBSI3aHHOE 00eperaercs U MOAAEPKUBACTCS KaK
0cob0¢e HaIMOHAIBHOE JTOCTOSHIE.

B ycnoBusx xoMMepLuanu3alud COBPEMEHHOH JKU3HU BUKTOPHAHCTBO
IIPEBpaIaeTcsl B XOPOILIO ITpoJaBaeMblii ToBap, Opena. BukropuancTso
CerofiHs — JTO TOTOBBIM «KOMIUIEKC NPEACTaBIEHUIl, accoluaiuii,
SMOIMH M IIEHHOCTHBIX XapaKTePUCTHUK B CO3HAHMU rorpedburens» [12].
IIpaBUABHO OLIGHUB MNPUTATAaTEIbHOCTh BUKTOPHAHCKON MOpBL C
KOMMEpPYECKOH  TOUKM  3pEHHs, COBPEMEHHbIE  KHHUIOU3JATEeNH,
KUHOITIPOW3BOANTENN W TPEACTABUTENN JAPYTHX OONacTed KyJIbTYpHI,
MIPOU3BOIUTEIN TOBAapPOB LIMPOKOTO IMOTPEOICHUS MOIACPKUBAIOT M
pa3BUBAIOT HWHTEpec B OOMIeCTBE KO BCeMY BHKTOpHaHCKoMy. K.
Mutuenn (K. Mitchell) 3asBnseT, 9To CBSA3b MEXAY XYAOKECTBEHHBIM
n300pakeHNEM MPOIIIOr0 ¥ €ro IpeBpamleHHeM B KOMMEpPYECKH
MPUBJEKATEeTbHBII  TPOAYKT  —  BaKHEHIas COCTaBIISTIONIAS
HEOBUKTOpUAHCKOTO pomana [9, p.3]. UYwurarenb, HCHOBITHIBAs
yIOBOJIBCTBUE OT MPUKOCHOBEHUSI K BUKTOPUAHCKOHN NEHCTBUTEIBHOCTH,
CMOTPUT Ha JIMTEpaTypy TIJa3aMH MOTPEOUTENs: BUKTOPHAHCTBO
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MPE/ICTAET HEKHM «aHTHKBAPHBIM OOBEKTOM», KOTOPBI O4YapOBBHIBAET,
BBI3BIBAET TPUATHOE ONIyIIeHWe YyioTa W Hoctamermm [11, p.5], a
cO3[aTeNd HEOBUKTOPHAHCKOM MPO3bI CBOMM TBOPYECTBOM CTPEMSITCS
OTBEYaTh Ha 3ampochkl M TOTpeOHOCcTH obmecTBa. Kak pesynbraT B
KyJIbType HAIller0 BPEMEHH MPOUCXOAUT HPOLECC ICTETH3AUHN COOBITHI
MPOILIOr0 U UCTOPUIECKUX (UTYp U MPEBPALICHHUS HX B KOMMEPYECKU
YCIEUTHBIH MPOIYKT.

J. JloysHTasnp mucan: «HaBEpHsIKAa HHUKTO HE CTaHET BOCXHUIIATHCS
IPOILIBIM B TOM ClIy4dae, KOrJja OHO JIMIIb KOMUSI HACTOSILET0Y, II03TOMY
«MBbl UIMUTHPYEM €r0, MPUBJIEKAsi COBPEMEHHBI MHCTPYMEHTApUi: eciiu
IOpOIIJIOe HE3HAaKOMO, TOrJa OHO CO3JaeTci B COOTBETCTBHU C
COBPEMEHHBIMH TIpeANodYTeHUsIMI» [7, p.xvii]. JlelicTBuTenbHO, B
mporecce (BOC-)CO3MaHUS MPOIUIOrO B HEOBUKTOPHAHCKOM pPOMAaHE
HEMAJIOBXHYIO POJb HIPAalOT BKYCHl COBPEMEHHOTO YHTATEIS.
[onmepxnBaTh HMHTEpEC K BHUKTOPHAHCTBY Ha pyoOexke XX—XXI
CTOJIETHS, 00ECTIEUNBAThH MOMYJIIPHOCTh HEOBUKTOPHAHCKUX POMAHOB Y
COBPEMEHHOTO MAaCCOBOTO YHTATENIsl IIO3BOJIIET pean3aliisl B HHX
ompeneneHHoro  Habopa  yxke  cOpMHpOBaBIIMXCS ~ 00pa3oB
BUKTOPHUAHCKOH 3M0XH, KOTOPBIMH ONEPUPYIOT IUcaTeny. Takue oOpa3sl
(OpPMHUPYIOT TIOPTPETH BUKTOPHAHCKOM SIOXH B MacCOBOH JIUTEpATYypE,
koTopble uuTarens XX-XXI BekoB NpUHUMAeT 3a JOCTOBEPHOE
OTpaX€HHE KMU3HU TOro BpeMeHU. [lopTpeT BHUKTOPHAHCKOW 3MOXU
BEIDJISITAT ~ PEAJMCTUYHBIM, OJHAKO OH HEU30e)KHO BBIUCAH B
COOTBETCTBHH C YCIOBHSAMH MacCOBOW KOMMEPYECKOW JHTEpaTypsl U
3ampocamMy YHWTATeNsl Hamero BpeMeHH. K TakuM, CTaBmIUM yke
TPaIUIIMOHHBIMH, 00pa3aM BHKTOPHAHCKON AHTIIMH, BOIUIOIICHHBIM B
HEOBHKTOPHMAHCKOH MpO3€ W pEaji3yeMbIM II0 OTHEIHHOCTH WIH B
KOMILIEKCE, MBI OTHOCHM 00pa3 YIopsI0YeHHON BUKTOPHAHCKOW KU3HH,
ypOanuctuueckuii  obpa3 JloHmona, oOpa3 aHTIHMHCKUX JIeAW W
JUKEHTJIbMEHA, 00pa3 BHKTOPHMAHCKOTO JIOMa, 00pa3bl MpayHOTro
CTOJIMYHOTO MPECTYMHOTO MUpa M couuaibHbIXx HU30B XIX Beka, oOpas
HCTIOJTHEHHOM 04apoBaHMsI MUJIOW BUKTOPUAHCKOW MPOBUHIIMU U APYTHUE.

ABTOpBI HCOBUKTOPHUAHCKOW MPO3bI OCYIIECCTBIISIOT MOMBITKY OTBETUTH H
elle Ha OJHY MOTPEOHOCTh YHMTATENsl — MEPCHECTH ero W3 OypJsmiei,
HECMOKOWHON COBPEMEHHOCTH B HEKHH YMOpsSAOYEeHHBIH Mup [5, p.225-
226]. DTO CTaHOBUTCS OCOOCHHO aKTyaJdbHBIMH B YCJOBHSX, KOTJa
obmectBo pybexka XX—XXI BexkoB cTpagaeT OT OTCYTCTBHSA
0e30macHOCTH B MHpE U CYIIECTBYEeT B YCIOBHSAX HEOTPaHHYECHHOH
cBOOONBI CAMOBBIPOKEHHS, TPaHWYAIEH CO BCEIO3BOJICHHOCTEHIO.
VIMeHHO TOATOMY OJHON M3 CBOWX 3a/ad IHCATEIH CUYUTAIOT BEPHYTH
COBPEMCHHHUKOB K TPAIWIMOHHBIM IIEHHOCTSM, KOTOPBIMHU JKHIIA
BenukoOputanuss XIX Beka, BUAs B 3TOM CHACEHHUE OT H3JIHIIHEH
JTUOEPaTbHOCTH COLIUYMA.
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[lombITKa «YIIOKUTH BHUKTOPHAHCKOE TIIPOIIIOE B pPaMKH BKYCOB U
TpeOOBaHUN COBpeMeHHOro uutarelis» [9, p.3] — 3TO ecTecTBEHHBII
OTBET HAa CHUTYallMIO B COBPEMEHHOH KYIBType B YCJIOBHUSX €€ Tak
Ha3pIBaeMO «maccoBuzanuu». Kak ytBepxknmaer E.B. JKapunos,
«MacCOBH3AIUA» KYIBTYpHl, HEM30EXKHAA «HA JaHHOM JTale Pa3BHTHSA
oOmiecTBa, pemmBLIET0 NpobieMy BceoOmiero oOpa3oBaHus H
oOecrieyuBIIETO0  pa3BUTHE HWHAYCTPHHM  KHHTOIEYaTaHbs», CTaja
OpPUYMHOM MOmynspu3aluu MaccoBod maureparypsl [13], cerogns ee
YHUTAeT TOJaBIsIONee OONBIIMHCTBO Jitofei. Kak yxe Obuio ckazaHO
BBIIIIE, KJIIOUYEBOH TPUYMHOHW «MacCOBW3AIMW» JINTEPAaTyphl H, B
YaCTHOCTH, HEOBHUKTOPHAHCKOTO pOMaHa MJIAJIIEero ITOKOJIEHUs, CTaja
KOMMepYecKas cocraBigomas. KHuromsmarenw, NMOHUMAas TEHICHIINN
COBPEMEHHOTO PBIHKA, CTPEMATCS K YIPOIICHHIO IMPEIaraéMoro MMH
«TOBapa»: «HA CETOAHAIIHWN JEHb OMyONUKOBaTb  KaKOW-IIMOO
JUTEPATypHBIA  TpyHm, OONamalonIuii  BBICOKOW  XYIOXKECTBEHHOM
LIEHHOCTBIO, HO HE TIPEIIOIar Ao COOTBETCTBYIOIIETO
KOMMEPYECKOTO JI0XOZa, MPAKTHUECKH HEBO3MOXKHO» [8, p.54]. B aroii
cesdu K. T'ymieben oTMedaeT Takyl0  XapakTepHYIO  4YepTy
HEOBUKTOPHAHCKOTO pOMaHa, KaK €ro <«IOCTYIHOCTbY: «cMsrdas
pamvKaaM3M MOJEPHHCTCKOM M IOCTMOAEPHUCTCKOM JIMTEpaTypsl,
HEOBUKTOPHAHCKUH POMaH CO3JAaeT TaKyl0 JHUTEPaTypHYIO TPaIHLUIO,
KOTOpasi OKa3bIBaeTcs Oojiee JOCTYNHOH NOHMMaHHIO OpUTaHCKOTO
yutarenasi» [4, p.161].

«MaccoBu3anus» KyIbTYpBl yTBEPKIAAET CTPEMJICHHE COBPEMEHHOMH
JUTEpaTypsl, a TOYHEe CTPEMJICHHE TeX, KTO €€ IPOABUTAeT, — T.C.
KHHATOHM3JaTeNe, — K COMMKEHHI0O CO BKycaMH W TpeOOBaHISIMHU
oOpBatens. B To ke Bpems cerogHs mMaccoBas JIUTEpaTypa pacIiupser
CBOM TPAHUIBI M PaCIpOCTpPaHACT CBOM KadecTBa HA Ty JIUTEPaATypy,
KOTOpass K MacCOBOW HE OTHOCHUTCS, HO BBIHYXKIEHA XUTb B DIIOXY
«MacCOBU3ALIMKM» U MOTOMY HE MOXXET HE 3aBUCETh OT YCJIOBUN JaHHOU
snoxu. Ha Ham B3misiz, B ciiydyae HEOBUKTOPHUAHCKOTO pOMaHa MJIaJIIIEro
MIOKOJICHHUS CJelyeT TOBOPUTh HE O CKaThIBAaHWM TaKOro poMmMaHa Ha
«IATEepaTypHOE JHO», a CKopee O THOpPHIM3alMK B €ro paMKax
0COOCHHOCTEH «OOIBIIOI» M «MACCOBOH JIMTEPATYPhI» H O HAXOXKICHUU
«30JIOTO» CepenuHBI MEKAY HAMU.

B Hamreii craThe MBI IOCTapauCh OCBETUTH OCHOBHBIE M CaMble OOIIHe
4epThl HEOMCTOPUYECKON Ipo3bl. JleTanbHOE WCCIeNOBaHWE JTaHHOTO
BOTIPOCA €IIle 0KHUIAET CBOETO MCCIECI0BATEIS.

31



Assonance, No.17, January 2017

CnucoK MCNoJIb30BAHHBIX HCTOYHUKOB

1.

10.

11.

12.

13.

14.

Arias R. Exoticising the Tudors: Hilary Mantel’s Re-Appropriation of the
Past in Wolf Hall and Bring Up the Bodies // Exoticising the Past in
Contemporary Neo-Historical Fiction; [Ed. by E. Rousselot]. —
Basingstoke: Palgrave Macmillan, 2014. — P. 19-36.

Bongie Ch. Exotic Memories: Literature, Colonialism, and the Fin de
Siecle. — Stanford: Stanford University Press, 1991. — 262 p.

Exoticize // Oxford Dictionaries [Electronic resource]. — Mode of access:
URL:
http://www.oxforddictionaries.com/definition/english/exoticize?q=exoticisi
ng

Gutleben Ch. Nostalgic Postmodernism: The Victorian Tradition and the
Contemporary British Novel. — Amsterdam: Rodopi, 2001. — 248 p.

Heilmann A., Llewellyn M. Neo-Victorianism: The Victorians in the
Twenty-first Century, 1999-2009. — London: Palgrave Macmillan, 2010. —
323 p.

Kohlke M.-L. The Neo-Victorian Sexsation: Literary Excursions into the
Nineteenth Century Erotic [Electronic resource] // Inter-Disciplinary.Net. —
2008. — 18 p. — Mode of access: URL: http:/inter-
disciplinary.net/ci/transformations/sexualities/s3/Kohlke%20paper.pdf

Lowenthal D. The Past is a Foreign Country — Cambridge: Cambridge
University Press, 1985. — 489 p.

McLaughlin R.L. Post-Modern Discontent: Contemporary Fiction and the
Social World // Symploke. — 2004. — Ne 12:1-2. — P. 53-68.

Mitchell K. History and Cultural Memory in Neo-Victorian Fiction:
Victorian Afterimages. — London: Palgrave Macmillan, 2010. — 222 p.

Neo-Historical Exoticism and Contemporary Fiction [Electronic resource]:
Centre for Studies in Literature Annual Symposium, (Portsmouth, 14 June
2011) / Centre for Studies in Literature. — Portsmouth: Centre for Studies in
Literature, 2011. — Mode of access: URL:
www.port.ac.uk/research/csl/literatureevents/symposium

Rousselot E. Introduction: Exoticising the Past in Contemporary Neo-
Historical Fiction // Exoticising the Past in Contemporary Neo-Historical
Fiction; [Ed. by E. Rousselot]. — Basingstoke: Palgrave Macmillan, 2014. —
P. 1-16.

Bpenn [Dnexrponnsiit pecype] // Kut u kot branding & design. — Pexum
nocryna: http:/kitkot.ru/glossary

XKapunos E.B. Vcropuko-nureparypHble KOPHU MAaccOBOM Oe/UIETPUCTUKU
[Onexrponssiii pecypc]. — M.: T'UTP, 2004. — Pexum nocryna:
www.samopiska.ru/main_dsp.php.

Cxopoxozpko 10.C. Kanposas cneunguka AHIIIUICKOTO
HeoBUKTOpUaHckoro pomana 1990-2000-x romoB: auc. KaHA. GUION. HAyK:
10.01.04. — Cumdeponois, 2012. — 217 c.

32



HOHATHUA CBOBO/JAbI U YEJIOBEYECKHUX IIPAB B
IHO9THUKE COJDKEHUIIbIHA

Harenapa IlllpuauBac

CONCEPTS OF FREEDOM AND HUMAN RIGHTS IN
THE POETICS OF SOLZHENITSYN

Dr. Nagendra Shreeniwas

Assistant Professor, Department of Russian & Comparative Literature, University of
Calicut, Kerala- 673635, India

Abstract: This article is an attempt to postulate Solzhenitsyn's
concept of freedom through his literary works. In doing so, the
article as well draws a parallel between Aleksander Sizhenitsyn
and Vladimir Solovyev. It also deals with their understanding of
ethics, ideal society, human rights et al.

Keywords: Solzhenitsyn, Cancer ward, The first circle, Solovyev,
One day in the life of Ivan Denisovich, Matryona's house, How to
rebuild Russia, freedom, human rights, ethics

Pycckuii mpo3auk, gpamatypr u no3t Anexcanap Mcaesuu ComkeHUIbIH
(1918-2008) siBisieTcst caMbIM CHOPHBIM TIHCaTrelleM B uctopuu Poccum.
OpHu cuMTalOT €ro coBecThlo Pycckod nymm, a Apyrue — TakuM
MIPONOTaHJUCTOM, KOTOpPBI HE BABIXaN OBl 0€3 KpPUTHKH CBOETO
okpyxeHusa. Ero OymyT M XBaJUTb W pyraTh, ¢ HUM W COIVIACHTBCS H
CIIOPUTH; OJHAKO, HEb3s OOXOMUTHCA 0e3 Hero, €ciam HAeT pedb 00
ucropun pycckot nureparypel. Ilucarens Koncrantun IlaycToBckmit
cuntan COMKEHHIBIHA OJHUM M3 TaKHX PEIKHUX IMHcaTelIeH, TBOPUECTBO
KOTOPHIX Oyxyree mokonenue He 3a0yneT. (Labedz, p.95)

COJKCHHUIIBIH, KaK MUCATEIh KPUTUYECKOTO Pealin3Ma, TaK KPUTHUCCKU
OTHOCHJICSI K CBOEMY OKpPY)KEHHIO, YTO €ro TBOPYECTBO CTaJI0 HOCHUTH
aHTHUCOBeTCKHE 4epThl. Ho, IeHTpanmbHOE MECTO B €ro IO3THKE
3aHMMAIOT BOIPOCHI YEJIOBEYECKOro mpaBa. [loyTm BO Bcex ero
MIPOM3BEACHUSIX €ro TEPCOHAXH MaNaroT B TaKylo Cpexny, IZie OHH He
MOTYT CaM PemuTh 3a ceds (HampuMmep — TIOpbMa, Jlarepb, OOJBHUIIA,
BOHHA | T.1.). [J1aBHas TeMa ero MpOW3BEeNCHUN — 3TO WHIAWBUIyaTbHAS
O0oppba 3a cBOE CYIIECTBOBAHHE TPOTHB BpaXAcOHOW cpenapl U
PETPEecCHBHOTO  TOCymapcTBEHHOTo CTpos. OH  gBISETCS  TakuM
MMcaTeNieM, KOTOPOTO aMepUKaHCKHd KpuTuK AOGpam Porxbepr cumraer
OmacHBIM UIA J1000T0 ycTpost. COJKEHHUIBIHY XOPOIIO HM3BECTHO Kak
HEaJICcKBaTHO OOJNBIIMHCTBO YECJIOBCUCCKUX OpTraHM3aluil Mupa, |
CJIEZIOBATENIFHO, OH HE 0100pseT HUKakod (OpMBI 4YeI0BEYECKOH
opranmzaiuu. (Rothberg, pp.17-18) A ecnum OoH npojBHraerT Kakom-
HUOYIb U3M, TO JIeNIaeT 3TO C MOPAILHOM TOUYKH 3peHust. OH B OCHOBHOM
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MOJIJIEP)KUBACT OOLIECTBO C HPABCTBEHHBIM HAYAJIOM — HPABCTBEHHOE
obmecTBo, KoTopoe (mimocod ConoBbeB ompenenwa  eme A0
ComkennnibiHa. COJDKEHUIBIH —TIpeJyIaraeT TaKod BuA  OOIIecTBa,
KOTOpOE€ IOJHOCTHIO OTPUIAET HACWIIMS U PENPECCHU YEIOBEYECKUX
npaB. MpaeanpHoe obmectBa CoIDKCHUIIBIHA, TPEXKIEC BCETO, yBaKaeT
YeIIOBEYECCKYIO JIMYHOCTh, KOTOPYIO OCKOPOJISUIH TaK JKECTOKO BO BpeMs
Cogerckoro Coro3a.

Bemukuit  pycckuit  ¢dunocodp Bmamgumup ConoseeB (1853-1900)
OTKazaJcsi TNPUHUMATh MapKCHUCTCKOE IOHMMaHHE 4eJIOoBeKa Kak
CYIIECTBO IPEHMYIIECTBEHHO OJKOHOMHYeckoe. OH B €ro KHHre
«OmnpaBnanue 100pa» pPe3Ko OCYKAACT TaKOTO ITOHWMAaHUs YelIOBeKa M
o6ectBa. 1o ero MHEHHIO, MAPKCH3M-JICHUHU3M-CTAIMHU3M OIHPACTCS
Ha TaKOH JIOXKHBIA JTO3YHT Kak «O xjebe eIuHOM KHUB OYAET YelOBEK»
(cMm. benmamun). Takoe o6miectBo, mo MHeHHIO COJDKEHUIIBIHA, HE
YUUTBIBAET JyXOBHBIX TpeOoBanuii uenoBeka. COMDKEHHIBIH Kak
ConoBbeB, OTKazajics OT MapKCHCTCKOTO MOHMMaHHsI OOLIeCcTBa Kak
«XO3SUCTBEHHBIH ~ COIO3» W YEOBEKa  KaKk  IPOU3BOJMTEIb
«MaTepHaJbHBIX  IOJIE3HOCTEH» WM MPOU3BOAUTENb  «PHIHOYHBIX
neHHocTel». (cM. beanamun)

Korna Comxenunpina BeirHanu w3 CCCP, MHOorHMe Ha 3amaje aymaiu,
YTO OH OYy/IET IIAaBHBIM OPYXXHEM B XOJIOJHOM BOIHE, M HE TOJBKO OyneT
pa3o0iauath 3710 COBETCKOTO PEKUMa, HO M OyIeT XBAJIHTH 3amaJHbIC
ueHHoctd. OnHako peanbHbie 3a00ThI CONDKCHUIIBIHA OBUTH COBCEM
npyrue. OdeHb CKOpO OH OOBSBISI B OJHOM HHTEPBBIO, YTO KOH(IMKT
Mexy Bocroxom m 3amamoM BaKeH, HO HE SIBIISICTCSI CAMBIM Ba)KHBIM.
UenoBe4yecTBO HCHBITBIBACT KPU3WC, HO 3TO KPH3HC SBIAETCS Ooiee
JIyXOBHBIM, 4eM nonutudeckuM. 1o ero MHeHMIO, TOTanuTapHblii BocTok
HaMHOTO XyXe, 4eM KamuTaiaucthudeckuid 3anaa. OgHako 00a cTpamarot
MO-pa3HOMY OT TOH e caMoil Ooyie3HH — «OOJIe3Hb MaTepHaiu3Ma,
0OJIe3Hb HEaNCKBAaTHBIX HPABCTBEHHBIX CTaHAAPTOB». COKCHUIBIH
CYMTACT, YTO YIS 3TOTO BHHOBATO OTCYTCTBHE MOPAJbHBIX CTAHAAPTOB,
KOTOPO€  SBJSIETCS NPUYMHOW BO3HUKHOBEHHUS TaKOW  y)KacHOU
quktatypsl B CCCP u Takoil jxaiHOM pBIHOYHOM KyIbTyphl Ha 3amaje.
(Pearce, p.134) Ecnu coBeTckast cucrema paz0uia 4eI0OBEYECKyIo ALy,
TO KalUTAJTHCTUYECKasi cucTeMa pa3Bparuia ee. COMKeHHUIIBIH M0JIaraer,
YTO B IIyOMHE OYIIM YEJIOBEK TOCKOBAN IO OoJjiee BBHICOKMM IENSM U
3amadaM B JKH3HH, Y€M II0 TOMY, YTO BO30Y)KOaeT KOMMYHH3M WA
kanutanu3M. [lonuTrka JOMKHA CTPEMHTHCA K Ooyiee BBICOKHM IEIISIM
YeII0BEYECTBA, CCIIM OHAa HE XOYeT IMOBTOPHUTH T€ Y)KACHl, CBUAETEIEM
KOTOPBIX OB BaIarteiil Bek. (Pearce, p.135)

COJ'DKCHI/IHI)IH HCEOAHOKpPATHO 06L$IBJ'IHJ'[, 4TOo OH HC MOXET
PCKOMCHOBATL 3allaIHYIO 06HICCTB€HHyIO CUCTEMY KaK wHAacalx IJis

34



Assonance, No.17, January 2017

mpeobpas3oBaHust pycckoro obmiectBa. CODKEHHIBIH BEPUT B TO, UYTO
3amajgHple TMOHATHS CBOOOABI M JHOEPaJbHOTO WHAWBHUIYyaIN3Ma,
KOTOpPbIE OCHOBaHbI B OCHOBHOM Ha 9KOHOMHYECKOM Pa3BUTHHU, IPUBOIST
YeJIOBEYECTBO K MOPAIILHOMY YIMAJKy U pa3pylleHuto. biaronops atomy
nuOepanbHOMY WHIMBHIYalH3My 4ENIOBEK HAYMHACTCS 3aHUMAThCS
37I0yNOTPEeOIEHUeM CBOEW CBOOO/ON, W BO3HUKAIOT aMOpaJbHBIC
sienenns. [To maeHM0 CoMKeHUIIBIHA, HHINBUAYaJbHAS CBOOO/IA OYCHB
Ba)KHA, HO €H JTOJDKHBI YIPABISATh HPABCTBEHHBIC LEHHOCTH. 110 Hemy,
JIyXOBHBIC IICHHOCTH JOJDKHBI TOPXKECTBOBATh HAJl MaTepHUaTbHBIMH
LCHHOCTSIMH.

COKCHUIBIH OTKa3bIBACTCSI OT MApPKCHCTCKOTO TOHSTHS CBOOOJEI,
KOTOpOE OCHOBaHO Ha PEMPECCHH OJHOTO Kiacca Hajl IpyruM. [loHsTue
cB00obI COJDKCHHUIIBIHA HOCUT PEIMTHO3HBIA OTTEHOK. [1o ero cioBam:
«CBobona 3akmmrouaercss B camoorpanmdeHuu! OrpaHHYEHHE CaMOro
cebs pagu apyruxy». (Kax mam oOyctponts Poccuro, ¢.30) ComkeHHIH
CUUTAET, YTO TAKOHl MPUHIUI MOXET MOMOYb YEJOBEKY MEepPEeXOIUTh OT
MarepuaibHOro Onara K BHYTPEHHEMY u JIlyXOBHOMY
CaMOCOBEpIICHCTBOBaHUIO. [10 ero MHEHHIO, KOrla TyXOBHAs CYIIHOCTh
YeloBeKa OyleT TOPKECTBOBATh HAJ MPAKTHYHOCTHIO JKU3HU, TO OyAeT
PEIIAIOIINI IIar BIEpel B UCTOPHUU YeJI0BEUeCKOro nporpecca. M Tonpko
TOTNIa HACTYMUT HacTosmuii peHeccanc. (Kak Ham oOyctpouts Poccuro,
c.30)

COJKCHHUIIBIH CUYMTACT, YTO CITUPUTYAIIU3M, 4 HE MATCPUAITH3M, SBIISCTCS
€JIMHCTBEHHOMN CHIJION, KOTOpas CIIOCOOHA BBUICUNUTH Poccrio oT Oone3Hn
cranuHIUHEEL. OH HE TpenaraeT HUKAKUX CICHHAIBHBIX TPUBHICTHN
JUTA PENTHH, a TMPOCTO XOUeT, YTOOBI oA OOpaIlainch K PEUTHU C
MMOYTEHHUEM W CIIPAaBEITUBO OTHOCWIHNCH K HeH 0e3 mHTep(hepeHIH co
CTOpPOHBI TOocydapcTBa. Hano obecneuwBarh CBOOOMY HE TOJBKO TIO
OTHOIIICHHUIO K OJHOM penuruu, HO U BceM. OHAKO MOHATHE CBOOOIBI
ComKeHUIIBIHA HE OrPaHUYMBACTCI B paMkax penuruu. OH HIOCT U
naneiie. [To ero MEHEHHUIO, CBOOO/A JOJKHA OXBAaTHTh M APYTHe 00IACTh
BKIIFOYasi HMCKycCTBa W JuTeparypbl. (cM. K HBIHENIHEMY COCTOSIHUIO
Poccun)

C Toukm 3peHus CoIDKCHUIBIHA, OJECTANINEG HEOTPAHUYCHHBIC
MaTepuajbHbIe TPOJBIKCHHUS BEJIM BCE YEIOBEUSCTBO Ha TpaHb
YHUYTOXKEHUSI W TyXOBHOTO TpoBana. OH PEKOMEHIyeT TOJBKO OIUH
BBIXOJT W3 3TOTO — OAWH 3J0POBBIA KypC NI Ka)KIOTO 4YeJOBeKa,
o0mecTBa, KaX/JI0H HAIlMH, YeJI0BEUSCKON OpraHU3aIuy, (Mpexae BCero
ISl TIEPKBHU) — «MBI JOJDKHBI HMCKPEHHE MPHU3HATHCSI HAIIM TPEXU |
ommOKH (HAmM COOCTBEHHBIE TPEXW, HE IPYTHX), PAacKamBaThCs, U
MPUMEHSTh CHCPKAHHOCTh B HameMm Oyaymiem pasButum». (cm. K
HbIHeIIHeMYy cocTosiHuio  Poccun) Pexomenpmamust  CokeHUIBIHA
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HanmoMmuHaeT HaMm  CosoBbeBa  (0COOCHHO  €ro  MPOM3BEACHUS
«OmpaBnaane p00pa» u «Kparkas moBecTb 00 aHTHXPHCTE») U
JoctoeBckoro (repost «Mmpotay KH3p MWUIIKWHA), KOTOPBIE TOXKE
COBETOBAJIN TaKo# ke BBIXoA. Ecny denoBek mpu3Haics ObI CBOM TPEXH,
TO 3TOT MHpP cTan OBl JOBOJBHO IPUKPACHBIM, UTOOBI JKUTb.
ComxenunpiH, kak ConoBbeB U J[OCTOEBCKHMI, TakKe COBETYET
HCKPEHHEE pacKassHUE JUIS YITYYIICHHUS CaMOTo ce0st U 00IIecTRa.

3meck He 3a0BIBaTh, UTO TaKWE KPYITHBIC MBICIUTEIH Kak J[OCTOCBCKUIA,
Toncroi u Tangum genmanuw  ymop Ha HPaBCTBEHHOE  pEIICHUE
0OIIIeCTBEHHBIX MOPOKOB. ['aHIu, AaXke yHadHO, MOKa3ajd MPUMEHCHHE
HPAaBCTBEHHOCTH B  OOIIECTBEHHO-TIONIUTHYCCKON JKM3HU. [aHmwm,
KOTOPBIH CUMTAJ CBOH JKM3HB KaK IKCHEPUMEHMbl C UCIMUHOU, YCTICTTHO
JTOKa3bIBaJ, KaK ONWH TIPABOUBBIH UYEIOBEK CIIOCOOCH HM3MEHHTH Kype
HUCTOPHH LIEJION CTPaHbI.

CoKeHHIBIH B €r0 paHHEM MpOM3BeJCHUN «PakoBbI KOpPITyC)
BBICTYMAJ MPOTHB JEMOKpaTHuecKoro couuain3Ma. OjHaKo, B KOHIIE
cBoeil surteparypHoil ku3HH, COIDKCHHIBIH, B CBOEM IPOHU3BEICHUH
«Kak Ham oOyctpouth Poccuio», MpPUHUMAET JEMOKPATHIO, KOTOpast
MPEXKJIC BCEr0 YBAXKACT YEIIOBEYCCKYIO JHYHOCTh. (cM. Kak Ham
o0yctpouts Poccuro, ¢.19) C Touku 3peHust ComKeHUIIBIHA, TEMOKPATHS
JIOJDKHA UMETh HPaBCTBEHHOE HAdyayio, 0€3 KOTOPOTO HENb3sl TOCTPOUTH
cipasemuBoe obmecTBo. (Kak Ham 06ycTpouts Poccuto, ¢.32)

B nosectu «PaxoBblil kopiyc», npoTaroHucTsl Pycanos u Kocrarnoros
CIIOPAT IO pa3HbIM BompocaM. CamMOl OTIMYUTENLHON YepTOW MEXITy
3THMH JBYMsI IEPCOHAYKaMH SIBIISIETCS TO, 4TO y PycaHoBa ecTh cTpacTb K
BJIAaCTH, NpPHUBWIETUH U BiajgeHuio, a y KocrtormoroBa HaOmomaercs
cTpacTh K cBOOOJZE, pPaBEHCTBY M IpaBocyauio. Ecim mposectn
aHAJOTHUI0 MEXITy MHEHHsMH KocTornmoroBa w  HPaBCTBEHHBIX
COLMAJMCTOB, TO MOKHO HAOJIONATh YAWBUTEIBHOE CXOJICTBO MEXIY
HumH. Her comHenus B ToM, uro KocTarnoToB mpHHA/UIEKUT TeposM
pycckoil kmaccudeckoil aureparypsl (kak baszapo, PackonbHuKoB,
TpodumoB n npyrue), KOTOpHIE CONPOTHBISIFOTCS BCSKHUM CHCTEMaM
OIOPOKPATHH M CTPEMHUTCS TOJIBKO K HE3aBUCHMOCTH U CBOOO/IE.

CoyDKEHHIIBIH TaKkKe 00CYXK/aeT BEYHBIH BONPOC O IENH M CPEICTBE,
9TOOBI M300paXkaTh CBOE MOHATHE cBOOOMB. OH B moBecTH «PakoBBIH
Kopmyc» 4epe3 KocTormoroBa HacTamBaeT Ha TOM, UTO YEJIOBEK MMEET
[IPaBO OTKAa3aTbCsl OT IPUMEHEHUs] CPEACTB, JaXXe TOr[a, KOoraa OH
YBEpEeH, 4YTO KOHel Oyaer OmaromosrydHbIM aist Hero. Kocrormoros
CTpazaeTcst OT paka »kenyzaka. Korza oH mpuexall B pakoBbIil KOPIIyC, OH
OBbLT TOYTH MEPTBBIM. Jlaxke B TAKOM CEPHE3HOM COCTOSIHHUM OH HE TOTOB
paspeliatb BpayaM IPHUMEHSATH JII00OE€ CpeacTBO, YTOOBI CHACIH €ro
xu3Hb. Kornma Bpau Jliopmuna AcdanaceeBHa JloHIOBA cCrpamyBaet
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Kocrornorosa o ero JIoruke ero 0Tkasa oT NPUMEHEHHUs ero JICYCHUs], OH
CHOPUT:

« Ilomywaercsi, JOTMKM HET, — TIOTPSC YEPHBIMH KyIaMH
KoctornmoroB. — Ho Moxer ObITh, €€ M HE JODKHO OBITh,
Jlronmuna AdanaceeBHa? Benp 4enoBek ke — OUCHb CIOKHOE
CYyIIECTBO, MOYEMY OH JOJDKEH OBITh OOBSCHEH JOTMKOH? WU
TaM HSKOHOMHKOH? miau ¢usuonoruei? Jla, s mpuexal K Bam
MEPTBEIIOM, M MPOCWICS K BaM, M JeXal Ha IOJIy OKOJO
JIECTHUIBI — M BOT BBl JIeNlaeTe JIOTHYECKUIl BBIBOA, 4YTO S
IpUeXal K BaM CIIacaThesl JII0OOH IeHOH. A g He Xody — 11060
yenoti!! Taxkoeo u Ha ceeme Hem HUue20, 3a UMO O 5 CO2NACUNCS
naamums a106y10 yeny! — OH CTall CIICIINTH, KaK HE JIIOOWI, HO
JloHIoBa KIIOHWJIACh €ro IepeOuTh, a eme TYyT MHOTO ObLIO
BbICKa3aTh. — Sl mpuexan K BaM 3a oOnerdenueM crpaganuii! S
TOBOPHJI: MHE O4eHb OonbHO, momorute! M Bbl momormu! W Bot
MHe He OombHO. Cmacubo! Cmacubo! 51 — Bam OnaromapHbId
nomwkHUK. Tonpko Temeps — ormycture MeHsa! Jlaiite mHe, kak
cobake, yOparbcsi Kk cebe B KOHYpy U TaM OTICKAThCA H
obmmsarscs». (PakoBslif kopmyc, 1.6, ¢.58)

To, uro KocTorinoToB He COrIacUTCS IIATUTH MIIA IOTEPSATH 3a JICUECHHE,
3TO — €0 MHIANBHUIYaJbHBIN CYBEpEHUTET, ero cBoOoaa. OH MpomoInKaeT
Janbliie ¥ 3a7aeT JOKTopy JlOHIIOBE Takol pUTOPUUYECKUN BOIIPOC:

«ITouemy BoOOIIE BHI Oepere cebe MpaBO pemiaTe 3a JAPYroro
yenoBeka? Bemp 3To — cTpamHOoe IpaBoO, OHO PEIKO BEIET K
no6py. boiirecs ero! Ono He mano u Bpauy». (PakoBslif koprryc,
r.6, c.49)

Vixe sicHO, uTo COJDKCHHIIBIH HE TOJILKO TOBOPHUT O MEIMIIUHE, a TAKKE O
COBETCKOI1 cucTeMe, KOTopasi He Jajia YeJI0BeKYy CBOOOY, He Aaia mpaBo
HapOJy CAMOCTOSITENILHO PELIUTh CBOU MpobieMbl. bonbHuIa, 60Ie3Hb 1
JedeHne cuMBoiMdeckn HamekaeT Ha Comerckuit Coro3, cTpajgaHue
COBETCKOTO HapoJia U Mepbl, MPUMEHSEMbIE COBETCKUM TOCYJapCTBOM
cootBeTcTBeHHO. M1 COJDKEHUIBIHY HE HPABSATCS 3TH MEPbI, IOTOMY YTO
OHM HE YUYUTHIBAJIM 4YEJIOBEYECKYIO McHuXoyoruio. Hampumep,
KOJUICKTHBHM3alMsd HE TOHIa JAYIIy PYCCKOTO  KPECThSHUHA.
Pentrenorepanus yxe cwibHO nmomoriia KocrorimoroBy. OHa HE TOJNBKO
obrnerdana ero 0OJb, HO U €r0 CEKCYaJbHOE JKCIIAHHE TaKKe CHOBA
nosiBisieTcss. HecMOTpst Ha Takoi ycmex, OH CTapaceTcs OTKa3aThCs HE
TONBKO OT JICUCHHSI, HO TAKK€ M OT BCSIKOW CHCTEMBI OOJBHHUIBI H
MEJUIKHBI, TIOTOMY YTO OHA JIMIIAET €ro CBOOO/IBI.

CODKSHHIIBIH KPUTHKYET CTATMHCKUHA BHJI COIIMAIM3Ma 32 TO, YTO TaKoe
00IIecTBO HE TIOHMMAJIO OCHOBHBIE YePTHI YeloBeka. [loHsaTHe cBOOOIBI
ComKeHHIIBIHA UCTIBITEIBAeT BIIstHNE Biaguvmupa ColoBbeBa, KOTOPHIH
SBISICTCA CaMBIM  BBIJAIOIIMMCSI IPOTIOBEIHHKOM HPABCTBEHHOTO
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conuanuiMa B Poccun n ¢pmrocopus KOTOPOro 04eHb SIPKO OTpakaeTcs B
MIPOM3BEICHUSIX BETUKUX PYCCKHUX MICATENICH ACBITHAAATOTO BEKa, KaK
Joctoeckmii (1821-1881), Toncroii (1828-1910). ComkeHHUIIBIH Yepe3
[Iyny6una, B moBecTH «PakoBbrii Kopmycy, 3asBseT:

«... IMEHHO 1y1st Poccun, ¢ HalIMMy pacKassHUSIMU, MCHIOBESIMU H
Mmarexamu, ¢ JloctoeBckuM, ToncTbiM n KponmoTkwHBIM, 00un
MONILKO 6EPHbIN coyUanusm ecmov. Hpagcmeennvii! W 310 —
BIOJIHE peasbHOY. (PakoBsrit kopmyc, r.31, ¢.300)

COJKCHHIIBIH KaK TYMaHHCT JIeJaeT aKI[CHT Ha TaKOW THUII COIMAIN3Ma, B
OCHOBE KOTOPOTO JISKUT HpPaBCTBEHHOCTh. OH, kak CoOJIOBBEB, BEpUT B
conpanyiM, 0a3upyeMblii HE Ha MaTepHalu3Me, He Ha Teppope, a Ha
B3aMMHOM JTIOOBH MEXIY JIOABMH U T00pOKETaTeI-HOM OTHOIICHHH KO
BCEM JTIOJISIM:

«SIBUTH MHEpPY Takoe OOMIECTBO, B KOTOPOM BCE OTHOIICHWUS,
OCHOBaHUS WM 3aKOHBI OyIyT BBITCKATh M3 HPABCTBEHHOCTH — U
TOJbKO U3 Hee! Bce pacuerTsl: Kak BOCHHUTBHIBATH JAeTel? K yemMy
HX FOTOBUTH? HA YTO HANPABUThH TPYI B3POCIBIX? U UeM 3aHATh
HX JOCYr? — BCE 3TO J0JDKHO BBIBOJHUTHCS TOJIBKO U3 TpeOOBaHUN
HpaBcTBeHHOCTH. Hayunsle uccnenosanus? Tosbko Te, KOTOpbIE
HE NOHAYT B ymiepd HPaBCTBEHHOCTH — M B IEPBYIO OYepenb
caMux HcchefoBateneil. Tak u Bo BHemrHed mnoautuke! Tak u
BOIIPOC O JIF000# IpaHuIle: HE O TOM JyMaTh, HACKOJIBKO 3TOT IIar
Hac OOOTaTHT, WM YCWIUT, WIM IOBBICHT HAall IPECTHXK, a
TOJNILKO 00 OJHOM: HACKOJBKO OH OyIeT HpaBCTBEHEH?»
(Pakossrit kopmyc, r.31, ¢.300)

Cornacao COIKECHUIIBIHY, CaMble Ba)KHEHIIINE BEIIH, YTOOBI IPOU3BECTH
MPWINYHOTO YEJIOBEKAa M MPUBETIMBOC OOIIECTBO — 3TO B3aMMHAas
MIPUBS3aHHOCTH M B3aMMHOE PACIIOJIOKCHHE, a HI MaTepHaibHbIe Oara,
HU ceMelHas >KM3Hb WM CEKCyallbHOE BO3HArpaKACHHE. DTO TaKkKe
HaOmomaeTcsi 4epe3 aBToOMOTpaduUecKuii Xxapaktep aBTopa — Ineba
Hepxuna B pomane «B kpyre mepBom». HepxkuH siBIseTcs cambiM
BHJIHBIM 3alTUTHUKOM JIMYHOHM cBOOOIBI B pomaHe. OOmasch ¢ ApyruMH
3aKIJIIOYCHHBIMU M TPOCTHIMHU JIFOJIbMH BO BpEMsl €ro CChUIKH, Hepikuu
YYBCTBYET, YTO y OOJBIIMHCTBA M3 3TUX JIOACH HET CBOETO JHYHOTO
MHCHHS M TOYKHU 3pPCHHS, KOTOPBIC aBTOpP CUYHMTACT APAroliCHHEE, YeM
KU3Hb W MaTepualbHble Onara. Y Hero OONBIIOC YyBaXKCHHE K
WHIUBUIYATBHOCTH 4elioBeka. OH BEPUT B TO, YTO YEIOBEK JOJDKCH
MMOCTOSIHHO CTapaThCsl COBEPIICHCTBOBATh CBOIO JYINY, 4YTOOBI CTaTh
HACTOSIIIAM YEIOBEKOM:

«Hagmo crapaTbcst 3aKanuTh, OTTPAHUTH ce0e TaKyIo AyIIy, YTOOBI
cTath yenogekom. Y yepes To — Kpynuieil cBoero Hapoza.

C Takoro OyIIoi 4enoBeK OOBIYHO HE MpPEyCHeBAaeT B JKU3HU, B
JOJDKHOCTSIX, B OorarctBe. W BoT mouemy  Hapoo
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MIPEUMYILECTBEHHO pacIioyiaracTcs He Ha Bepxax oOmiectBay. (B
Kpyre nepBom, T.2, r.66, c.132)

CrnupunoH, B pomaHe «B Kpyre NepBOM», SBISCTCS MYXHUKOM U
OTHOCHTCS K KPYTI'y Takux o0pa3oB kak MaTpeHa B nmoBectn «MarpeHuH
nBop» u MBan [enucosuu IllyxoB B moBectu «OnuH neHb VBana
JenncoBnuay. OH INYHO WCHBITBIBAJ TIOYTH BCE Y)KAachl CBOETO
BPEMEHHU: HEYBEPEHHOCTh W M3MEHYMBOCTB, Xa0C BO BPEMS PEBOIIIOIIUH,
rpaxaanckyto BoWHy, HOII, Xo/IeKTHBH3ANHIO, TIOPHMY, BTOPYIO
MHPOBYIO BOMHY, HEMEIKHUI TJICH, COBETCKUM Jlarepb W Apyrue. BumHo,
YTO B 3TOM IIpoIiecce OH OBLI JINIIEH BCEX CBOMX BelIed, KOTOPBIMU OH
BJANeN: 3EMJIM, CEMbH W 3peHHs W Tak nanee. Ho kpacora oOpasa
HeoOpa3zoBaHHOTO CHUpPHUOHA 3aKIFOYACTCS B TOM, YTO JaKE B TAKHX
TPYIHBIX CHTYallUsX OH HE TMOTEpsUl MPOHUIATEIBHOCTH, XPaOpOCTh,
3MpaBbId CMBICII, YEJIOBEUYECKOE IOCTOMHCTBO M YMEPEHHOCTh. ITOT
«repodl rpakmaHckod BoiHBD (B kpyre mepBom, 1.2, 1.67, c.136]
CHupuIOH «HE IOCTYICH OBUT JIETKOMY ITOHHMAHHWIO W KJIACCOBOMY
anamm3y». (B xpyre mepBoMm, T2, T.67, c.136] OnH o0pasen
HPaBCTEHHOCTH, K KOTOpoMy COJKEHHIIBIH UMeeT OOIBIIIOe YBaKEHHE:

«Tak xe u B ydeHuu o nobpoaerem Bce y CrnmpuiaoHa ObLIO
OeclIyMHO M OJHO K OfHOMYy momorHaHo. OH HHMKOTO He
oroBapuBaJl. Hukorzna He yokecBuaeTebCcTBOBAN. CKBEPHOCIOBIIT
TOJIBKO IO HY)XIe. YOMBaJ TOJbKO Ha BoWHe. J[pajcs TONBKO u3-
3a HeBecThl. HU y Kakoro yenoBeka OH HE MOT HH JIOCKYTKa, HU
KPOULIKH YKpPacTb, HO CO CIIOKOMHBIM YOEXKICHHEM BOpPOBAN Y
TOCyJapcTBa BCSKHI pa3, KaK BBINAgalla BO3MOXHOCTB. A HTO,
KakK OH paccKasblBal, J0 KCHUTHOBI "KjeBan mo 6abdam", — Tak U
BJIACTHTENH OyM Hammx Anekcanap [IymikwH mpu3HABaCs, YTO
3amoBe/b ""HEe BO3KeNai jKEeHBI OJIMKHETO TBOETo" eMy 0COOCHHO
TspKena.» (B kxpyre mepsom, T.2, .68, c.141)

COJDKCHMIIBIH, 10  TNPHHIUIY, [OJICPKHUBACT  OOMIECTBO  C
HPaBCTBECHHBIM HAa4yalloOM — HPaBCTBEHHOE OOIIECTBO, KOTOpoe (rmocod
ConoBbe onpeaenun enie 10 ComkeHunbHa. COIDKESHUIIBIH Mpeaiaraet
TaKOM BHI COIMAIM3MAa, KOTOPHIA TIONHOCTHIO OTPHIACT HACHIUS H
perpeccud  4yeloBeYeCKMX ~ mpaB.  HpaBCTBEHHBIH  coLMaIu3M
ComKeHHIIBIHA, TIPEKAE BCETrO, YBAXKAeT YEJIOBEYECKYIO JIMYHOCTD,
KOTOPYIO OCKOpOJIsUIM Tak >kecToko Bo Bpems Coerckoro Coroza.
MapkcusM ommpaeTcs Ha TaKO JIOKHBIN JTO3yHT Kak «O XJebe equHOM
*uB OynmeT denoBek» (cM. BeHHMaMWH) M HE YYUTHIBACT JyXOBHBIX
TpeOoBaHuii yenoBeka. [lo MHeHMI0 COJDKEHUIIBIHA, OOIIECTBO JIOJIKCH
OBITh OCHOBaH HAa B3aWMOIOHMMAHUE, B3aMMHOC YBa)XCHHC, B3aUMHOC
PACIIOJIOKEHIE W B3aUMHYIO JHOOOBh MEKIY JIFOJIbMH, & HE Ha CYACThE,
MIOTOMY 4YTO cYacTbe 3TO0 «Mupax». (PakoBbli kopmyc, r.31, c.224) B
conpanm3Me CONKEHHIIBIHA HPABCTBEHHOCTH JOJDKHA HWIPAaTh CaMylo
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6ounbinyto posb. CienoBatenbHo, OH 3asBisieT: «HpaBcTBeHHOE Havasio
JIOJDKHO CTOSITH BHITIE...». (PakoBsIii kopryc, r.31, ¢.224)

B cBoem mpoumsBenennn «Kak Ham o0yctpouth Poccuto» CoOmKeHUIBIH
0OBSICHAET CBOE TOHHUMAaHHE O OJarOyCTPOSHHOM OOIIecTBE, KOTOpOe
Hy’KHO dYemoBeKy. XoTs CODKeHHIBIH COINIACeH, 4YTO  Cpeau
CYIICCTBYIOIIUX MOJIUTUKO-COI[MANIBHBIX CUCTEM CETOAHSIIHETO JIHS
JIEMOKpaThsl  SIBISICTCSI  CaMOW  TOAXOIAIICH, HO  OJHOBPEMEHHO
MPEIYIPexKIACT:

«Ho, BbIOMpas EMOKpaTHIO, — HaZ0 OTYETIMBO HMOHUMATh, YTO
MMEHHO MbI BBIOMpaeM W 3a Kakyio IleHy. [ BbIOumpaem Kak
CpencTBo, a He Kak 1eib. CoBpemenHslii punocod Kapn Tommep
CKa3aJ: JAEMOKpaTHIO MBI BBIOMpacM HE IIOTOMY, YTO OHa
n300MIyeT DOOpOJeTeNsIMU, a TOJIBKO 4T00 M30eKaTh THPAaHUH.
BeiOupaeM — ¢ co3HaHHEM €€ HEeOCTaTKOB M IIOMCKOM, KaK HX
IIPEOI0TIeBATh.

XoTa B Hamie BpEMsS MHOI'ME€ MOJIOABIE CTpaHbI, €1Ba BBOASA
JAEMOKPATHUIO, TYT K€ HCHBITBIBAJIUM U KpaX — MMEHHO B Halle
BpeMsl JIeMOKpaTus Hu3 (OpMbl T'OCYZapCTBEHHOTO YCTPOMCTBA
BO3BBICHJIACh KaK Obl B YHHBEPCAJIbHBIN NPUHLIUI YEIOBEYECKOTO
CYIIECTBOBAHMUS, MOYTH B KyJIbT.» (Kak Ham o0ycTpounts Poccuro,
c.19)

VYBakeHHE K MHAUBHIyaJIbHBIM TIpaBaM, o MHCHHIO COJKSHHIIBIH, TOXKE
SIBJISIETCST CAMBIM Ba)KHBIM dJIEMEHTOM ob1iecTBa. B mosectu «OquH 1eHb
WBana JlemmcoBuday Onaromaps TOPTpPETa CBOETO MPOTAaroOHWCTA
[IIyxoBa, KOTOpHIi HE WMEET HUKAKOTO YEJOBEYECKOTO IIpaBa JeiaeT
yIIOp Ha HYXIY YBOXCHUS JIMYHOCTH YeJIOBeKa B oOmiecTBe. Takum ke
oOpa3oMm, mporaroHucT pomaHa «PakoBerii kopmyc» Kocrarmoros
SIBIIIETCS. CaMbIM CWJIBHBIM 3alllMTHUKOM HHIWBUIYaJbHOCTH YEJIOBEKa.
CrnemoBaTenbHO,  TOJJCPXKHBAas ~ MHEHHE  pycckoro  ¢umiocoda
C.A.JleBuixoro, CoMmKeHHIIBIH Pa3BUBAET CBOE TIOHUMAaHUE AEMOKPATHH.
Ilo ero cioBam:

«Pycckuii punocod C.A.JleBunxuii npemraran pasnudars: JYX
JEMOKPATUM: 1) cBoboma JuuYHOCTH; 2) TIPaBOBOE
rOCyIapcTBO; M BTOPHUYHbIC, HEOOs3aTeNbHble HpU3HAKH ee: 1)
MapIaMeHTCKUil cTpoif; 2) BceoOuieen3bUpaTenbHOE MPaBo.»
(Kax nHam o6yctpouts Poccuto, c.19)

CoOJDKEeHHITBIH JOOABIMBAET, YTO YBXKCHHEC K UYEIOBEUYCCKOW JINUHOCTH
SIBJISIETCSI OOJiee BAXHBIM MPUHIIUIIOM, Y€M JIEMOKPATHUS, U ITOT HPHHITHUIT
JIOJDKHEH BBIIEPXKEH 0e3 BCAKOr0 KOMIpOMHCCA: «YBRXKEHHE K
YeJIOBEYECKON JIMYHOCTH — 00JIee MUPOKUI MPUHIIUI, Ye€M JEeMOKPATHSL,
U BOT OHO JODKHO OBITh BbIIepKaHO HempemenHo.» (Kak Ham
o0ycTpouts Poccuto, ¢.19)
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I'maBHOM 3amadoii BiacTd, 10 MHEHHIO COJKEHMIBIHA, SBIISETCS
obcnmykuBanne Hapoja: «COepexeHHe Hapoja — BOT IJIaBHAs 3ajada,
KOTOpast IOJDKHA CTOSTH Mepe BiaacThio. Kakplii ee mar 1onkeH OBITh
HalpaBJIeH UMEHHO Ha 3T0.» (cM. JleMOKpaTus HE MPUXOIUT CBEPXY)
Camoe xapaktepHoe misi CODKEHHIIBIHA TO, YTO B OCHOBE JIEMOKPATHU
JIOJDKHA ~JIGKATh HPAaBCTBECHHOCTh, 0€3 KOTOPOWM JEMOKpaTHs He
MeicnuMa. [lo ero MHCHHIO, CaMbIM Ba)KHBIM IPaBOM JIJIsl YEIOBEKa
SIBIISICTCS HE FOPUIMYCCKOE, a HPaBCTBEHHOE, KOTOPOE JOJDKHO UrpaTth
[NIABHEHITYI0O pOJIb B CHCTeMe cropaBe/yiUBOCTH.  COJKCHUIBIH
00BSICHSET 3TO IpH ToMoIny MHeHUsI HoBropoiesa:

«IIpaBo — 3T0O MUHMMYM HPaBCTBEHHBIX TPEOOBAHUH K YEJIOBEKY,
HIDKE KOTOPBIX OH YK€ omaceH ais oOmecTsa. “Bo mHOrmx
cllydasX TO, 4YTO SBJISCTCS IIPaBOM, 3alpeliaeTcss MOpalblo,
KOTOpasi oOpallaeTcss K 4YeNOBEKY C 3allOBe[sMH BBICIIMMU H
6onee crporumu.”» (Kak Ham o0yctponts Poccuto, ¢.32)

3akmiouenne: ITo muennio CoinKkeHMIBIHA, CBOOOIa OCHOBaHHAS TOJIBKO
HA SKOHOMHYECKOM DPa3BHTHH, NMPUBOAUT YCIIOBEYCCTBO K MOPAILHOMY
ynajKy u paspyuienuro. CBo0oje — 1 4elnoBe4eCKOi, 1 00IIeCTBEHHOH —
JIOJDKHBI  YIPABIATh HPABCTBEHHBIC IICHHOCTH, a HE MaTepHajbHEIC.
Hacrosimast  cBoOojma  3akiltodaeTcsi B CaMOOTPAHWYCHUH,  T.C.
OTpaHMYCHUE CaMOro ceds pamu Opyrux. HacTymuT permaromiuii mar
BIIEPE]] B HCTOPHH YEIOBCUCCKOTO MPOTpecca, €Cii JyXOBHAsI CYIHOCTh
YenoBeKka OyJIeT TOPKEeCTBOBATh HAJ MPAKTHYHOCTBHIO KU3HU. M TONBKO
TOTIa HACTYITUT HACTOSIIMI PEHECCAHC.
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Annomayua: Bubnus — camas pacnpocmpanénnas KHued Hd
3eMHOM wape, Oonee UMY MeHee B030eliCMEYIOWas Ha Kaxcooe
obwecmeo. Hecomnenno, »sma @enuxas KHuea AGIAEMCA
UCMOYHUKOM — Yel08eyecKoll  MyOpOCmu, MOpall, NOBeOeHuUs,
Hpasoyuenus u np.. B coepemennom pycckom szvike c60600HO
YROMPeONAEMCA MHONMCECMBO (PPAZEONO2UIMOS, CEA3AHHBIX C
bubnueii, smo max nasvisaemvie budneiickue gpazeonozusmvl. B
npoyecce nepesooa MuUX GPpaszeonosusmMos ¢ pyccko2o Ha XUHOU
ynompebnsiomess  paswvie npuemvl. Cpedu smux npuémos
KAIbKUpOBAHUe AGIsemcst OOHUM U3  adicHetiuux. Ilepeoo
@pazeonozuzmos mpedyem ocoboe eHuManue Om nepesooyuUKd,
maxk Kak hpaseonozusmvl OeMepMuHUPOBAHbL CMUTUCTIUYECKU,
4acmo umeiom HaYUOHAIbHYIO Cneyuuxy, npedcmaesnaom coooul
IMOYUOHANLHO U IKCHPECCUBHO — OKpauleHHble  00pa3bi.
3uayumenvnas yacms pycckux @paseonocuzmos CeouUCHmeeHHd
MHOCOZHAYHOCMb U CIUAUCTIUYECKAs!  PA3HONIAHOBOCb, YN0
OCILOJICHAEM UX Nepesod Ha Opyeue A3viku. B nacmosweil pabome
6y0ym  paccmampueéamvcsi  pasHvle  CHOCcoObl  nepeoda
@pazeonozuzmos, u aHAIUUPOBAMBCA POlb KANKUPOBAHUS NPU
nepegode bubnelckux ppazeonoesusmos ¢ pyccko2o Ha XUHOU.

Jlannaa cmamovs Ovinia nodcomosneHa Ha mamepuane OOKIAOA
BLICIYNUBUIE20 HA MENHCOVHAPOOHOU KOHpepeHyulu «nepesoo 6
npocmpancmee u epemenuy ¢ PI'T'Y, Mockea.

Knrouesvie cnosa — bubneiickue @paseonocusmei, nepegoo,
KabKUPOBAHUE

Abstract: Bible, since time immemorial, is a set of books which is
read the most on this planet. Undoubtedly, Bible is a precious
source of human wisdom, morals, behavior, moral etc. In Modern
Russian language, at present, many phrases are being used in day
to day life which are associated or originated from the Bible.
These phrases are termed as Biblical phrases. Various methods
are being used for the translation of these phrases from Russian
to Hindi and “Calquing” is one of them. Translation of phrases
requires special attention from the translator as they register in a
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very compact form of human experience gathered during many
centuries. Polysemantic characteristics and stylistic diversity of
Russian phrases complicates the translation process into another
language. In this paper different methods of translation of
phrases will be discussed briefly and will be analyzed the role of
“calquing” in the translation process of Biblical phrases from
Russian into Hindi.

Keywords - Biblical phrases, translation, calquing

HecomHeHHO, TepeBOj SIBISIETCS CIOXKHBIM W MHOTOIPAHHBIM BHIOM
YEIIOBEYECKON  JEATCNIbHOCTH. B COOTBETCTBMM  CcO  "IIKaJlon
HeTNepeBOANMOCTH" I "TPyIHONIEPEBOAMMOCTH" TIEpEeBOA OCOOESHHO
(pa3eoIOrnuecKix eMHUI OTHOCUTCS K OJIHUM M3 CAMBIX CIIOXKHBIX, TaK
Kak (pa3eosoru3Mbl JIETEPMUHHUPOBAHBI CTHIMCTHYeCKH. OHHU HacTo
colepKaT B ceOs HAMOHAIBHYIO CIEHU(UKY, TPEACTABISIOT COOOH
SMOIMOHANIEHO W 3KCIPECCHBHO  OKpalieHHble o00pa3bl. Kwmeer
HEMAaJIOBAXHOC 3HAYCHHUE M KOHTEKCT. 3HAYUTENIbHAS YacTh PYCCKHX
(pa3eosoru3MOB  CBOWCTBCHHA MHOTO3HAYHOCTH U CTHIJIMCTHYECKAsS
Pa3HOILIAHOBOCTH, YTO OCIOKHACT WX MIEPEBOJ HA APYTHE SI3BIKH.

B manHOM mOKJIajne s MBITANCS aHATH3UPOBATh POJIb KAJTBKHPOBAHUS TPU
nepeBoie  (hpa3eoJOru3MOB Ha OCHOBE MPAKTHYECKOTO IEpeBOja
npubnmutensHo 300 (a Tounee 284) (pazeosorm3MoB CBSI3aHHBIX C
bubneii ¢ pycckoro Ha XUH/IH.

®paszeonoru3Mbl  OUOIEHCKOTO TMPOHMCXOXKICHUS T.€. CBSI3aHHBIE C
bubnueii Ha3pIBarOTCs OMONIEHCKIMH (HPa3e0IOTU3MAMH.

PasHple  ydeHble  BBIJCNSAIOT  pasIUYHBIE  CIIOCOOBI  TEepeBOaa
(pa3eoNOTHIeCKUX CIMHHUILl, HEOOXOAUMBIC I TIOJHOIICHHOW TIepeaadn
3HaueHus (paseonorm3ma. [lo mHenuro uccnenoBarens 5. U. Perkepa,
Ba)KHBI CJISYIOIINE YEThIPE Crioco0a neperoa hpa3eosoru3MoB:

1. TOJHOE COXpPaHEHHE MHOA3BIYHOrO 00pasa;
il. YacCTUYHOE W3MEHEHHE 00Pa3HOCTH;
iii. TmoJyHas 3aMeHa 00pa3HOCTH;

iv. cHsATHe 00pa3HOCTH IMyTeM omucaTensHoro nepesoaa. (Pemxap S
U, C. 38)

Jpyroii 3Hamenutsiit nepeBogosen B. H. Komuccapos npenmnaraer tpu
THTIA  COOTBETCTBHM  OOpa3HBIM  (pa3eoJOTHYECKUM  EAWHHUIIAM
OpHUTHHANA:

i. (hpa3eonormyecKuMHI SKBUBAICHTAMHU

il. ¢QpaseonmormueckuMM  aHaJoOraMM W iil) KaJbKHPOBaHHE
(Kommuccapos B H, C. 172 - 174).
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IlepBBIii  THIT  COOTBETCTBHH  Ha3bIBaeTCsA  (HPa3eoIOTHICCKUMU
9KBUBaJeHTaMu. [Ipu 3TOM coxpaHseTCs BeChb KOMIUICKC 3HAYCHUH
nepeBoauMOi eauHUnbL. [Ipyn MCIOIB30BaHMM JaHHOTO COOTBETCTBHS
BCce TMapaMeTpel (T.€. CMBICIIOBOE COJAEpXKAaHHE, CTHIHCTHYCCKAs
OTHECEHOCTh, METa()OPHUYHOCTh WM SMOIMOHAIBHO-3KCIPECCUBHAS
oKkpacka) (Qpa3eosorndeckoll eIMHULBI OpPUTMHANa COBMAJAIOT C
noygaeMsIM (pazeosoru3moM B [151. Hanpumep:

UTPaTh C OTHEM — 3T & ere— to play with fire
MTOJTHUMATH TOJIOC — 3TaTer 3&1aT — to raise one’s voice
outh (Oust) ceOs B rpyb — (39« arelt diear- to smite one’s breast

OOBIYHO B 3TOM CIly4ae NMEpeBOAYMK IIBITACTCS OTHICKATh MHOS3BIYHBIH
¢pazeonorusm B I151.

Btopoii THI (¢pa3eonoruyecKkux COOTBETCTBUH, Kak oTMmedaeT B.H.
KomuccapoB, wumeHyoT (QpaseonormueckuMu  aHayioramu. Korma
(¢pa3eosoTHIeCKUl  DKBHUBAJIEHT  OTCYTCTBYeT, TO  II€PEBOTUUKY
npuxonuTca noxbmupare B 115 dpaseonornsm ¢ TakuMm Ke HMEpEHOCHBIM
3HauYeHNEM, OCHOBAaHHOM Ha WHOM oOpaze. Hampumep:

IUIAKATBECS KOMY-THOO B JKUIIETKY — (39a) a®dR i - cry on
smb's shoulder

3os10TOM Tener (CHMBOJI BIACTH 30J10Ta, IEHET) — Wt i ffgar —
the golden calf

noiiMath Ha MecTe MPeCTYIUICHHsS — @ graf (aser oem - catch
somebody red-handed

®pazeonoruyeckuii aHaJOI MOXET OTIMYaThes OT (hPazeoIOTHIECKOTO
SKBUBAJCHTa  MOPQOJOTHYECKOW  NPHHAIICKHOCTBIO  BXOASIINX
KOMITOHEHTOB BO (Ppa3eosioru3M, X COYETaeMOCTBHIO, BapUaTUBHOCTHIO
(OpPMBI; XapakTepHOM 4YepTOH SBISETCSd HAMYUE CHHOHMMHYECKUX
KOMIIOHEHTOB.

[TonoGHBIE COOTBETCTBHS IMOMOTAIOT JOCTATOYHO TOYHO MEPEBOIHUTH
¢pazeomornsmel. Ho w 3mech, mo wmHenmio B.H. Kommuccaposa,
HEOOXOIMMO HE YIYCKaTh M3 BHAY CTHJINCTHYECKHE M AMOIMOHAIBHBIC
0COOEHHOCTH (bpazeosornzma. Hampumep, u
anrmiickoe ‘Jack of all trades’,  pycckoe ‘MacTep Ha Bce pyKH TOBOPSAT
0 YeJIoBEKe, 3aHUMAIOIEMCsl CaMbIMK pa3HbIMH jesiaMu. Ho mo-pyccku
9TO O3HAYaeT «MacTep», «yMellell Ha BCE PYKH» B IIOJIOKHUTEIHHOM
CMBICIIE, a TO-aHIIMHCKH 3T0 ‘master of none’ — «Heymexa, MOPTAIIUHA
BcE, 3a 4TO OepETCS».
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Tperuit Tin Qpaszeonormuecknx coorBerctBuii B. H. Komwuccapos
mpezyiaraj MepeBOAUTh ITyTeM KalbKUPOBAaHHS WHOS3BIYHONW 0Opa3HON
eauHUIBl. JIGKCHKOJIOTH TpPaKTyIOT KaJbKH Kak OOpa3oBaHHS HOBOTO
¢paszeosoru3ma, CI0Ba MM HOBOTO 3HAYCHHS CIIOBA ITyTeM OyKBaJIBLHOTO
IepeBo/ia COOTBETCTBYIOLIEH HMHOS3BIYHOM s3bIKOBOM eaunHuIipl. B. H.
KomuccapoB  momuepkuBaeT:  «COOTBETCTBHS-KAIBKH  00JIAaloT
ONpeeNIEHHBIMUA TOCTOMHCTBAMHU U JOCTATOYHO LIMPOKO HCTIONIB3YIOTCS
B IEPEBOMYECKOW NpaKTHKe. Bo-MepBbIX, OHU MO3BOJSIOT COXPAHUTH
00pa3HbIil CTPOW OpHUrHHANA, YTO OCOOEHHO BAXKHO B XYIOXKECTBEHHOM
nepeBozie. Bo-BTOpBIX, OHU JAIOT BO3MOXHOCTb MPEOAONETh TPYAHOCTH,
KOTOpBIC BO3HHKAIOT, KOTJa B OpUTHHANlE 00pa3 OOBITphIBACTCS IS
co3nanus pa3BepHyToit Metadops» (Komuccapos, c.174). Hanmpumep:

AJNAITYHIO TIETh — §3a &Y Ffar Far

bor nan, bor B3si- $eava feam, Seav ¥ € forw
JIpeBO NO3HAHMS - 876 AT X & 1T T J&T
3anpeTHbli 1o - AfRg e

W30ueHue M1aJeHLEB - ARAT TN HeATaR
Hesenomomy Oory - e §2av & faw

U3 3TUX mpUMEPOB SACHO, YTO C MOMOLIBIO «KAJTBKUPOBAHHS» MOMXKHO
nepenarh 3kBuBaneHT B [15 mpakruaeckn 6e3 OTeph, TIIaBHBIM 00pa3oM
B CTWJIMCTUYECKOM OTHOIIEHWH. HO TpW 3TOM MEepeBOTUYMKY HYXKHO
yOeIHUTRCS, YTO COXpaHsAeTCsS HAIlMOHAIbHAS OKpacka (pa3eosorudaecKon
equauIe M.

MHoxecTBO OnOMEHCKUX (pa3eoOTU3MOB CBS3aHHBIX C MECTaMH H
nepcoHaxxamu buOmuu. BoIbIIMHCTBO U3 3TUX BBIPAXKCHUHN MEPEBOIUTCS
C TOMOINBI0 KANBKUPOBAHHS IOTOMY 4YTO KaXKIO€ MECTO HWIH HMS
nepcoHaxa buOmuu yHUKaTbHOE IS MHIMICKOTO YUTATENs U TIOYTH HE
BO3MOKHO HAaWTH CpaBHCHHE WJIM TaKOrO JKE JIMIA WM MecTa B
uHAnHCKON Kymerype. Kaxmoe Mecro wiM Ha3BaHHE NEpPCOHAXKA
BXOJIAIIIEE B 3TUX (hPa3eosIoTU3MaxX UMEET MPH cede KaKyr-TO DIyOOKYIO
CMBICITh WJIM UCTOPHUIO HIIH Kakoe-To cobbiTre. Hanpumep —

Wyna — mpemarens (3Ha4. — OAWH W3 Yy4YMHHWKOB Hucyca,
KOTOpBIH Mpesia YIuTeNs 3a TPUILATh CPEOPEHNKOB) — FER AT

goHO ABpaamoBo (3Hau. — 1. BeiTh B pato 2. Haxomuthcs B
HaJIe)KHOM, 0€30TIAaCHOM MECTE) — HeTgd &I g

HoeB koByer (3Ha4. — CPEACTBO CHACECHUs; KOPaOiib, B KOTOPOM
npaBeqHUK Hoil ¢ cembei 1 )KMBOTHBIMH CTIacCsi OT BCEMUPHOTO
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HOTOIIA) — 7§ FT FET
HauMHaTh ¢ Anama (0T AnaMa) - TeH ¥ Y& FT

BaBWJIOHCKAas OainHs (3Ha4. — 00 OYCHH BBHICOKOM 3aJaHUU WU
CTPOCHHHN) — FefieleT Y HaAR

BaBHJIOHCKOE  CTOJNIMOTBOpEHWE  (3Ha4. —  OECTHOpsAoK,
Hepa30epuxa, CyTOJIOKaX; IIyM, raM) — Ssiale FT Heger

Erunerckuii 1yeH - @ &1 aams

W tak MEbI MMOCMOTPpUM, UYTO ,HaHHLIﬁ CIoco0 IMO3BOJISIET NepeBOAYUKY
JOCJIIOBHO JOHECTH OO0 4YUTATCJId HCTUHHOC COACPIKAHUE BCETO
(bpasseonormMa, a HC MMPOCTO 3HAYCHUS COCTABJIAIOIINX €0 CJIO0B.

HHTEepecHO OTMETUTH, YTO MHOXECTBO ()Pa3eosOrU3MOB, CBS3aHHBIX C
OIIpe/IeNICHHBIM MECTOM MM IEPCOHAKEM, NEPEBOJMUTCA C ITOMOILIBIO
KaJIBKUPOBaHMA. [IpH 3TOM, €Cli 4uTarenb HE 3HAKOM C MCTOpHEH Win
KOHTEKCTOM YKa3aHHBIX MeCTa WIM IIePCOHaXxa, eMy OyaeT TsKeNo
MOHATH CMBICI. [loaTOMyY OBLTO OBI TTOJIE3HO (TI0 MOEMY 3TO HEOOXOANMO)
JUIL TIOHUMAaHMS YHUTATeNli KOPOTKO W3JIOKUTH HCTOPUIO JaHHOTO
HepcoHaXka WIIM MECTa.

B 3akmioueHHM MOXHO CKa3aTh, YTO MPEHMYINECTBA KaJbKUPOBAHUS
3aKIIIOYAIOTCS B TOM, YTO OHHM MOTYT COXPaHUTh OOpa3HBIA CTpPOU
OpUTHHAJNA, a 3TO SBJISACTCS HEMAJOBAXHBIM ISl XYIOXKCCTBEHHOU
muteparypbl. Takke KaabKUPOBAHHME IIOMOTACT BEPHO IIEPCBECTH
(hpa3eosoru3Mel, MPeACTaBISIONIIe CO00H pa3BepHYTHIE METAQOPHI.
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COIIOCTABUTEJIbHBIN AHAJIN3 TAJIEXKHOU
CUCTEMBI B PYCCKOM SI3BIKE M B SI3BIKE
MAUTXWIA

Apuana Kymapu

CONTRASTIVE ANALYSIS OF CASE SYSTEM IN
RUSSIAN AND IN MAITHILI

Archana Kumari
PhD Research Scholar, CRS, SLL&CS, JNU, New Delhi, India — 110067

Annomayusn: Ipu uzyvenuu uHOCmMpanHo20 A3bIKA 6ce20a BO3HUKAEM
MHO20 mpyonocmell. Mol 3naem, 4mo nadexncHas cucmema pyccKo2o
A3bIKA O4eHb MpyOHo. MOdICHO ckazamv, Yymo u OJist pYCCKO20 s3bIKA
NAOENCHAS CUCIEMA ABTACMCS OOHUX U3 CAMbBIX CIIONCHBIX KAme2opuli
npenodasanusi u usyyenus. M nosmomy, Llenvio Oannoii pabomul
AGNAEMCA AHANU3 NAOEHCHOU CUCIEMbL 6 PYCCKOM A3bIKe U A3bIKE
maumxuny. Bo epema ananuza, cxoocmea u pasiuuus  Mexcoy
naoexcamu 06oux A3vIK08 0yoym maxoice obcyxrcoenvl. Haoeroc, umo
amo  nomodxcem Pycckoeosopswum  unOutickum — cmyoenmam y
KOmopoz2o pooHoll A3bik Maumxunu 1eeko NoHuUMams NA0eHCHYI0
cucmemy pyccko2o a3vikd.

Knroueswte cnosa: Iladexc, Maiimxunu, pycckuil, ROCmaozu,
npeonocu, KOHMpPAcn, CKI1OHEHUe

Abstract: Students face lot of difficulties during foreign language
learning. We know that the case system in Russian language is very
difficult. In other words, case in Russian language, is one of the most
difficult categories of teaching and learning. And therefore, this work
aims to analyse the case system in Russian and in Maithili. During
analysis, the similarities and differences between the case systems of
both the languages will also be discussed. Hope, it will help the
Russian-speaking Indian students whose native language is Maithili to
easily understand the case system of the Russian language).

Key words: Case, Maithili, Russian, postposition, preposition,
Contrast, declension)

Pycckuit  s3pIKk W s13bIK  MaWTXWJIM BXOIAT B HMHAOEBPOIEHUCKYIO
SI3BIKOBYIO CEMbI0. MalWTXMUIM BXOAUT B BOCTOYHO- MHJOAPUHCKYIO BETBb
(AnmaB:1) HO pycckmii B BOCTOYHO- ciaBsiHCKYI0 BeTBh(Kammuun:11).
Pycckuii s13bIk roBoputcst B mepByro odepens B Poccum, benopyccum,
Vkpaune, Kazaxctane, Kwiprei3ctaHe W TOXe B CTpaHax BOCTOYHOM
EBpomnbl. MaiiTxunu roBopsT B ceBepHO# yacTH mrara buxap B Uaauu u
Ha IOro-BOCTOYHOW paBHUHBI Tapaihi Hemama. B mnpomwtom s3b1k
Ma#TXunu cunTaica Kak AWAJeKTOM OEHTaJbCKOTO WM BOCTOYHOTO
xuHAA. HO ceromus »ToT S3BIK MpU3HAH B KAY€CTBE OTIAEIBHOTO SI3bIKa U
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penoaaércs BO MHOIMX yHUBepcuTeTax Muauu.

Jlemorpadmdeckn s3bIKk  MaWTXHIM  SBISIETCS BTOPBIM  HamOoJjee
pactpocTpaHEHHBIM si3bIKOM Hemama w 16 oM KpYNMHEHUIINX S3BIKOB
Wnguun.  OcHOBHBIE OManeKThl s3bika Mantxmwim —  bassuka,
HenTpanbubiii MabiTxunu, AHruka, Txerxw, TxapyBaT (TOoBOpsIT B
Henane). LlenTpanbubiii MalTxunm siBisieTcsl cTaHgapTHOW (GOpMOH, B
KOTOPOM KHHTH HAIMCaHBl M TOBOPHUTCSA B paifonax JlapOxanra, Kormm,
ITypauu 30851, Xarapuu u berycapae.

Pycckuii s3plk mumercs Ha kupwunne. Ho gms Maittxunu  Tpu
nUCbMEHHOCTH - Mutxwnakmap/ Tupayra/ Maiitxunm, Kaiitxu nu
JleBanarapy ObUIH MCIIOJIB30BAJIMCE. Teneps JeBaHarapu Hauoosiee 4acto
UCTIONB3yeTCs. MUTXWIAKIap camas JPEBHAS MHUCBMEHHOCTh SI3bIKa
Maiitxunu

O naae:xxHOM cucTeMe B PyCCKOM si3bIKe U B i3blke MaiiTxusm:

Ilepen BmaBasick B MOAPOOHOCTH OXHAKO CIEMyeT 3HATH KaKOW O3TOT
nanex? Ilo Tounomy ompenenenuio B. B. Bunorpamosa, magex —3To
(dopmMa rMeHH, BEIpa)karollas ero OTHOIIEHHE K APYTHM CJIOBaM B pedd
(Bunorpanos:139). Hanpumep — omey kynun pyuky oas céoezo cvina. B
9TOM TPENIOKEHHHM CYLECTBUTENBHOE pyyka HMeEEeT TMafe’kHOe
OTHOIICHHUE C CIIOBOM KYNunl U TOXE C CIOBOM c80e20 CbiHa . B s3bike
MaHTXMIH, FR (T11€K) ONPEACIISCTCs KaK- Flat Brre fAsaraer A 3 awg #aat
&7 3 s e HfF & FRw wgaa sy ([xa, [oBuna:27). Hanpumep — eamr&
gie} gre . B 9TOM NpeAIoXKEHUH, CIIOBO #77H B W HRF.

B pycckoMm s3bike KaTeropusi majeka HIeCTUWICHHONW- UMEHUTEIbHBIH,
POIUTENbHBIN, NaTeNbHbld, BUHUTENbHbIN, TBOPUTEIbHBIN, MPEITIOXKHbII
majgex. VIMEHWTENbHBIM  MaJeK  BBIPAXAET  CaMOCTOSTEIBHOE,
rpaMMaTHIEeCKU HE3aBUCHUMOE TOJIOKECHHE CYIECTBUTEIBHOTO B PEUH, T.
e. HyneBoe oTHomIeHWe, U Ha3bIBAECTCS NPSIMBIM H O CTAIBHBIE TAICKH
KOCBEHHBIC.

TpaauIIMOHHO B SI3BIKC MAWTXHIM OBLTH BOCEMb MAJCKEH — &af Jfdavor
S, FYO, HTIIET, FH, @9gr, dateaT (I puepcon:52).

Bripakenue majaexHON KaTeropuu B PYCCKOM SI3bIKE U s13bIKe MauTXuiu
COBCEM pasHbIe. Y PYCCKOTO f3bIKa €CTh HMH(M)EKIMOHHAUS MaJe)KHas
cucrtemMa HO y MaiiTxunu HeT. B pycckoM s3bIKe NaeKHas KaTeropus
BBIpA)KaeTCsl IBYMSI CITIOCOOAMH:

1. be3 mpemioros- 3To ObIBacT B MMEHHUTEIHLHOM Majexe. Hampumep —
cmyOeHm yumaem KHuey ,31€Ch He YIOTpeOseTcs mpeasiora W B
MMEHHTEIIEHOM TIaJIeKeE.
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2. C mpemmoroB- ObIBaeT B KOCBEHHOM Tajexke. Hampumep - B
NPEIUIOKCHUH KHUA JIEHCUM HA CToJie, TIPSIJIOT Ha yIoTpeosieTcs
JUISL TIPEJTIOKHOTO T1a/1e9Ka U BHIPAKAET MECTOHAXOKACHHS).

B sa3blke MalTxuiu najgexHas KaTeropus BbIPaXKaeTCs B CIEAYIOLIUX
criocobax (/Ixa,Cybxanpa:294-95):

1. bBe3 mamexHBIX NOKa3zaTeledl - 3TO OBIBAET B ®al U HR& @a.
Hanpumep- gffaatsa- CymuT nozpoesxan

2. C magexHbIMU NOKAa3aTeJIIMH - 9TO OBIBACT B &ROT U WY R .
Hanpumep- - afger - Cectpa Pamsr .

3. Hcnonab30BaHME MOCIENOTOB- 3TO OBIBAET B FXOT, HAHIOT, U WYew T
#R%. Hampumep- #amr aid & sear diees - Matp n30mina peGeHka
TAJIKOM.

B pycckom s3bIKE, CyNIECTBUTENBHOE, IMPHIAraTeIbHOE U MECTOMMEHHE
U3MEHSIOTCA UM CKIIOHSIOTCS MO MaJiekaM U CKJIOHEHUE BBIPAXKAETCS
okoH4YaHWeM. Hampumep: s 6cezda nuwy uépuotl pyukou, TaMm TIO
TBOPUTEIBHOM MAJEKOM IpUIarareIbHoe YEPHBIA U CYIIECTBUTEIHHOE
pYyYKa U3MEHSIOT U UMEIOT OKOHYAHUS — O1.

B s13pIke MaiiTXUIM CYIIECTBUTENBHOE U MECTOMMEHHE M3MEHSIOTCS MO
NajeXxaM M MMeeT OKOHYAHWs. NPUJIAaraTelbHOE PEIKO H3MEHEATCs I10
majzexaM B COBPEMEHHOM MaHTXHIM MW HE IIOKa3bIBAeT OKOHYAHHE,
TONBKO C TIOMOIIBIO TIOCIENOTaMH M MaAeKHBIMH IOKA3aTeAMU MBI
y3HaeM ynorpebnenue naaexa. Hanpumep — arar Rwer #4f ov doams; B 3TOM
HPEUIOKEHNHN TIPHUJIAraTeNIbHOE /A%sT He H3MEHAETCS MO MaaekKaM U TOXKe
HE MMEEeT OKOHYAHMS; CYIIECTBUTENBHOE F& HM3MEHAETCS 110 MaaeKaM
HO HE UMEET OKOHYAaHMSA M C HOMOILBIO IOCJIENIOrOM §¥ Mbl Y3HAEM YTO
F#f B FftEwor . Ho B NpeUIOKEHUY 311 6797 #71%T % F§a®, MECTOUMEHHE
&7 3TO FH FREF U UMEET OKOHYAHHE - ¥ U CYIIECTBUTEIBHOE F/HTITO HYGTT
FRF [I0TOMY YTO UMEET NaJeKHbII 0Ka3aTelb 3TOr0 Nalexa — #.

3HayeHHe Majexa:

Y KakIOro maaeka HMMEET CBOEMY ICHTPAJIbHOMY WJIH OCHOBHOMY
3HaueHW/0. DTO 3Ha4eHHE MOXeT OnTh ObwvexkmHnoe, CybvekmHoe W
Onpeoenumenvnoe (11{Benosa: 272).

JIs MMEHUWTENIbHOTO Tajieka, IEHTPAIbHOE 3HaYeHHe-CyObeKTHOE |
onpenenutenbHoe.CyObeKTHOE 3HAYCHHE OTOr0 majaexa somsercs
nojutexkanueM kKak On- Cmydenx;, Pamew wumaem v ONpeNeIUTEILHOC
3HaUYCHHE MOXKHO TTOKA3bIBATCs B UMCHHOM ckazyemoro. Hampumep — Eeo
ooM- bonbwol. DKeusaienm TOTO IanekKa B A3BIKE MAUTXUIN - 3TO Hdl
FRF. OTO BBIPAKACT TO KE 3HAUCHHE KAK HMCHUTEIILHBIA Talek B
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pycckoM s3bike. Hampumep- strada it - [lepymika unrtaer; ¥assda- On
MaJIBIHK.

Jng mpeminoxHOTO TMazeka IEHTpPalbHOE 3HA4YeHHWEe- 3TO 3HAuCHHE
00BEKTHOE M OIPEICIUTCIFHOE. OOBCKTHOC 3HAYCHHE BBIPAKACTCSA C
MOMOIIBI0 TpeioroM o. Hampumep - mMeurams o BCTpede, TOBOPUML O
nene. B s3pike maiiTxwnu J{7s BBIpaXKEHHUS STOTO 3HAUCHUS PYCCKOTO
MPENJIOKHOTO TIafieXka € TPEUIOTOM O YIHOTPeOIsieTcs] 9ed FR& C
nocnenoramMu @R # dw. Hanpumep- &= # dad 7w, $WR &7 o
OnpenenuTenbHOE 3HAYCHHWE OTOTO Iajgeka OO0O3HAYaeT MecCTa.
Hanpumep -cudems na cmyne, scmpemunucy Ha 2opooe, gucum 8 wkagy.
JIns BBIpaKEHUS 3TOTO 3HAYCHUS B S3BIKC MaHTXWIH YHOTpeOmseTcs
FfFROT FRE ¢ nocienoramu # g, Hanpumep- urgar F4f w dwae; o v & arfa.

Jlns TBOPHUTENBHOTO Tafeka LEHTPaJbHOE 3HaYeHHe- OOBEKTHOE H
OIIpeIeNTUTENBHOE U BEIPAKAETCs PEXKIE BCEro B ckazyemMoM. Hanpumep
— on OyzmeT mpenonasaresieM; OTell ObUI KPeCThbIHHHOM. ISt BEIpaKeHHs
9TOrO 3HAYEHHs PYCCKOTO TBOPHUTEIBHOIO MaJeKa, B S3bIKE MalTXMIN
yHoTpeOiseTca #9es $R& 0e3 mnocienoroM. Hampumep- R amgsh framw
TR it geamas qer.

Jnst  natenpHOTO majeka LEHTpPaJbHOE 3HAUEHHWE —OTO 3HAYCHHE
00BEKTHOE. 3TO 3HAUCHHE SIBISICTCS KaK 3HAYCHHUE OOBEKTa — ajpecar.
Hampumep - numy nucema omyy,;, BeleTb YYEHUKY HHUcCaThb. B s3bike
MauTXWIU 3T 3HAYEHUS PYCCKOrO MajeXka BBIPAXKAIOTCS C IIOMOIIBLIO
TS R& U C IOCIIEIOTaMUd & od, @fak U ¥ &RF C IMOCICIOroOM .
Hanpumep- Ramit #R&fdatd; s sdaast s,

Jlist BUHUTENBHOTO Tajie)ka HEeHTPaJbHOE 3Ha4eHHE — ITO OOBEKTHOE.
OTO BEIpa’kaeT NpH MEPEeXOAHBIX marosax o0bekT . Hanmpumep- Cymur
yntaeT kxuey;, Oten MOOUT cuina. B s3blke MaliXuim, Takue 3HAYCHUS
BBIPAXKAIOTCSl C TNOMOLIBIO & FR&. [l TOKOTO 3HAYEHMs, B S3BIKE
MalTXUIK ToXke ynoTpebnsercs mocuesor & Hanpumep- ama saer der Frgem
S gharar e d

LlenTpanbHoe 3HaUCHHE IS POAUTEIBHOTO MaJIeKa — ONPEASIUTENIBHOE,
cyObekTHOe W oObekTHOoe. Hampumep- DTo KHWra TOBapHIIa
(peanmu3yercsi pH yKa3aHWUM Ha OTHECEHHOCTBH); Ero Her (cyObekTHOE
3HaueHUe); Jaet xieda (oObexTHOE 3HA4YEHHE). Jlannoe
ONpeeNIUTeNbHOE 3HAYEHUE POAUTEILHOrO Majieka, B A3bIKE MATXWIH
BEIPA)KAETCSl C NOMOIIBIO WY $R& M C IMAACKHBIM IaKazaTelieM — .
Hanpumep- g arefi-% fhae &, cyObeKTHOE 3HaUE€HHE POAMUTEIHHOTIO Iaaexa
B 3bIKC MAWTXWIM JUII HE YHOTpeONseTcs Tmaaexa TOJIBKO
OTPHUIIATENIFHOE CIIOBO # yIOTpeOisieTcss Kak Hapedue MMOTOMY YTO OHO
OTIpeNieNseT IJIaroi.
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W Tak, Ha OCHOBE CONOCTAaBHUTEIHHOTO aHANIHM3a MAJEKHON CHCTEMBI B
PYCCKOM SI3BIKE M B SI3BIKE MANTXWIH, 3TO SICHO YTO YHOTpeOieHHe
majie’ka B PyCCKOM SI3BIKE BeChMa HIMPOK. B pycckoM s3bIke HEKOTOPHIE
MPEIUIOTH YIMOTPEOIIIOTCS ¢ MHOTUMH TajekaMu. B s3pIke MaiTxmmn
TOXE TTOCIIEJIOTH YIIOTPEOIAIOTCS TaK k€. B pyccKoM sI3BIKE IS KaXI0TO
najie)ka HE CYUIECTBYET SKBUBAHEHTHI. B s3blke MaWTXMIM KOIJa Mbl
COIOCTABIISIEM, JUISI OJHOTO TaJeKa MOXHO YIOTPEOISITh HEKOTOPBIC
naiexsl. Pa3Ho0Opa3HbIe 3HAYCHUS PYCCKOTO MaJIeka U s3bIKa MAUTXUIIN
COOTBETCTBYIOT HO TpaMMaTH4YECKHUE CPEICTBA BCErja He COBMAJAIOT IO
(dopMe C PYyCCKHM MAJEkKOM, YTO BBI3BIBACT OOJNIBIIHME TPYIHOCTH MpPHU
HU3YYEHUHU PYCCKOTO f3bIKA JIi CTYJEHTOB Yy KOTOPBIX POJHOM SI3BIK
matxuiau. [loaToMy mpu nepejade MX 3HAYEHUH B S3bIKE MaWTXMWIH
CJIEIyeT YYWTHIBAaTh BCIO CIOKHOCTH (DYHKIWH MaleXbl PYCCKOTO SI3BIKA
1 pa3HO0Opa3HOE TPaMMAaTHYECKUE CPEICTBA SI3bIKa MAaHTXMIIH.
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CPABHUTEJIbHBINA AHAJIN3 TEKCTA
OPUI'MHAJIA PACCKA3A «PACCKA3 O CTAPOM
JAYPAKE» M. 30I1IEHKO U ITIEPEBOJIA HA XUH/IU:
AHAJIN3 NEPEBOJTYECKHX TPYIHOCTEA

Cysxam Kymap

COMPARATIVE STUDY OF ORIGINAL TEXT OF
MIKHAIL ZOSHCHENKO’S STORY ABOUT AN OLD
FOOL AND OF HINDI TRANSLATION: ANALYSIS OF
PROBLEMS OF TRANSLATION

Subhash Kumar
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Annomayusa: /lannas cmames cpagnusaem opucuHal pacckasa
«Pacckas o cmapom Oypaxe» M. 3owenxo u e2o nepesooa Ha
Xumou, U OHA  paccmampusaem — nepegoovecKue U
KYIbIMypono2uyecKue npobnemvl npu nepegooe.
Kynomyponozuueckue snemenmvl 0OHOU KYIbMypbl nepedams 6
nepeeooe UHOCMPAHHO20 A3bIKA OYeHb MPYOHO, MAK KaK 6ce
gewu U KYIbMypoioSUdecKue HIOAHCbl OOHOU KYIbMypbl He
cywecmeyem 6 Opyeoil Kymemype. B amoii cmamve asmop
2nyOoKo  ananusupyem dmu npobiemvl uepe3 COOCMEEHMbIL
nepegoo 0aHHO20 paccKa3a U NelMAemcs Haumu pasHole peweHus
u nputimu K obwemy 6vl8ody amux npoonem. Kpome smozo,
asmop cmamuvu Cmapaemcst Haumu nooxooswue coomeemcmeus
YCmapeguiux U NpoCMOpPeuHblX, OPAHHBIX CLO8 COBEMCKO20
8peMeHU, UCNONb308aHHble 30U eHKO.

Jlannas cmamus aengemcs uacmoio moetl ouccepmayuu M.Phil.

Knwuegvie cnosa: Muxaun 3owenxo, cpasHumenvHulii aHaius,
Kynbmyponozuieckue npobnemvl, NnepegooyecKue npoodiemvl,
nepesod pacckaza 3owjenxko Ha xunou, Pacckaz o cmapom
odypaxe.

Abstract: The article consists of comparative study of the original
text of M. Zoshchenko's story "The story of an old fool" and its
Hindi translation, and it analyses translation and cultural issues
in translation. To convey cultural elements of one culture into the
translation of a foreign language is very difficult, because all the
elements and cultural nuances of a culture do not exist in another
culture. In this article, the author deeply analyzes these problems
through its own translation of the story and trying to find different
solutions, he comes to a common conclusion of these problems. In
addition, the author tries to find a suitable matching for old
outdated words, colloquial, expletives of Soviet times, used M.
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Zoshchenko.

Keywords: Mikhail Zoshchenko, Story About an Old Fool, Hindi
translation, comparative study, cultural problems, Comparative
analysis, Translation issues

Tema wmccienoOBaHMS COCTOMT W3 CPABHHUTEIBHOTO aHaiM3a OpUTHHAJA
pacckasa W TEpeBOJa HA XHHIHU, OCYIICCTBICHHBIM MHOH, a TaKxke
BEISIBIICHUSI TICPEBOAUCCKUX TPYIHOCTEH mpH mepeBoje. [lepeBox urpaer
OUYCHb BAXHYIO POJb B Pa3BUTHU MUPOBOW JUTEPATYphl U KyAbTyphl. C
MTOMOIIBI0 HEr0 OCYILIECTBIISETCS MEPEBOJl 3HAHUI OJHON KYyIBTYPHI B
JIPYTYIO KYJIBTYPY, @ TakKe OH 3HAKOMHUT HAC C TPAJAUIMAMH U OBITOM
KM3HU pa3HbIX HapogoB. OH JaeT BO3MOXKHOCTh ITPOaHAIM3UPOBATH
pasHble CHCTeMbI (TIOUTHYECKYIO, HAYYHYIO, COLMANBHYIO U T. [I.) JABYX
CTpaH 1 000raTuTh COOCTBEHHYIO KyIbTypy. Ho mporecc nepeBoia o4eHb
CJIOXHBIN U JUIsl 3TOTO HY)KHO XOpOIlee 3HAHNUE HE TOJIbKO 000UX SI3bIKOB,
HO B 00euX KYJIBTYP.

IMucarens Muxaun 3omeHko oveHb HaOmromateneH. OH paccMaTpUBai
KOKIABIA MENKU ciyyall M3 JKM3HM M TuUcail pacckasbl o HeM. OH
HCTIONB3YEeT 4YEpHBIA IOMOpP B CBOMX pacckazax. Ero carupy oueHb
CJIOKHO TOHUMATh, U €lle TPpYyAHEee MEepPeBOJUTh Ha ApPYyrou si3bik. CBoi
IOMOp OH OTpa3swyi B CBOEM COOpHUKE pACCKa30B, HA3bIBAIOIICMCS
«lonybass xHuray. KHUra COCTOMT W3 IATH YacTeil: JCHBIH, JIFOOOBB,
KOBapCTBO, HEyNa4d W YAWBHUTEIbHBIE COOBITHS, KOTOPBIC IHCATENh
CUHMTaeT PeIalonIuMK B Xojae *)u3Hu. Ero pacckas «Pacckaz o crapom
Iypake» O CMEHE BpPEMEHH ITOCJIC PEBOJIIONMH, W O CMEHE YCIOBHI
conuabHOM xnu3au Hapoza B Hadane CCCP.

B crarpe aBTOp KiTacCH(UITMPOBAI BCE MO PA3HBIM KAaTETOPUSAM H TaKXkKe
paccMoTpeNl BO3MOKHOCTh HAWTH 00IIee pellleHHe MOJOOHBIX MPOooIeM,
MIPUMEPBI KOTOPBIX MPUBEACHBI HIKE:

KyasTypa

1. T'onocox apouT, Koraa GPIOXAcThIil MON CIPAIIMBAcT: Hy Kak,
JIOBOJIbHA JTH, 1ypa Takast, 3TuM OpaxoM? (3o1eHko, crp. 111)

s dieedt o qoar ¥, ¥ AW, gAn w0 g W AR § weAd ¥ @@ F ash A
smarer ws@sT W@ §. (jab tonddharee padre poochhta hai, “ai murkh, bataa!
Kya tu is shade se sahmat hai?” jabav men ladkee kee aavaj ladkhada
rahee hai.)

B manHOM IpemyIOKEHHWH €CTh TPaHC(HOPMAINH, TaKHe KaK: OMyIICHHE,
nmobaBlieHME ¥ 3aMEHa dYacTed peyd. 31ech MBI OIYCTHIIH
mpujararenbHoe «rakas» WS B oOpamenun mpu nepeBoge B 151,
3aMEHWIN B MEPEBOJIE MPUIIAraTeIbHOE «IOBOJBHAY» IJIATOJIOM WEAd gl
U J00aBWIIM MPUTSKATCIFHOCTh @8d #I, YTOOBl OBLIO SICHO, KOMY
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MPUHAAICKAT Tosoc. KpomMe »STOro MBI CAeladd IepecTaHOBKY
3HAMEHATEIbHON YacTH WCXOMHOTO «[0JOCOK APOKUT» B IMEPEBOAC H
1100aBUIIN 00CTOATENLCTBO “SaTd #”.

BproxacTeiit monm - B Poccun mo mpaBociaBHBIM 0OBIYasiM BEHYaHHE
MIPOBOJUT CIIYXKHUTENb LEPKBU - CBALIEHHUK (0¢uil.) mim momn (pasr.) -
YeJI0BEK MOCTaBJICHHBIMH, MOCBSIICHHBIH, TIOMa3aHHbIH,
PYKOTIOJIOXKEHHBIH B 1yXoBHbIH 4nH (TomkoBelii cioBaps B. 1. [lans). On
CHpallMBaeT JEBYIIKY, COIVIaCHA JIM OHAa BBINTH 3amyx. A B Muauu,
COIIacHO OOBIYasiM, BeCh CBaAeOHBIM PUTYyas, KOTOPBIH MOXET JUIUThCS
1o 4-5 gacoB, mpoBoauT bpaxmuH. CIIOBO «OpIOXacTHIi» 10 OTHOIICHHIO
K CBSIICHHHUKY ITOKa3bIBaeT MPEHEOPEIKCHNE W HEYBAXKCHHWE K HEMY CO
CTOPOHBI aBTOPA.

Tpaguuus

2. Ectp Takas, mMoxer ObITh, 3HacTe, 3HAMECHHUTAs KapTHHA W3
mpexHed Ku3HM, oHa HasbiBaeTcs «HepaBHbii Opak». (3omieHKo,
cp.111)

UG 3T W FAT A 9fdg R A ol @@ ghRe, 1862) F ey #F S @
(shayad aap purane samay kee prasiddh penting “bemel shadee” ke baren
me jante hon)

HepaBHblii Gpak — B IEpBOM K MPEAJIOKCHUH aBTOp pacckasa
(«Paccka3 o cTapoM Jypake») FOBOPUT O KapTHHE PYCCKOTO XYIO)KHHKA
Bacwmus Bnaguvuposuua Ilykupesa (1832-1890) «HepaBHbIii Opaxy,
KoTopas Obuta HammcaHa B 1862 romy, cpasy mocie Toro, kak B.B.
IMykupeB okoHYMI MOCKOBCKOE YYMJIMINEC JKUBOIKCH, BasHUS U
3om4yecTBa. MBI To0OaBisieM 31ech MHPOpPMAIUO 00 3TOW KapTHHE U €&
XyJAOKHUKE, YTOOBI OBUIO MOHITHO €€ 3HAYCHHE B PYCCKOW HCTOPUH U
KYJBTYype, a TaKXKe, MOYeMy MUCATeIb yKa3al HMCHHO Ha Hee.

3. IepkoBHas cBeuka B pykax Tpscercs. (3omieHko, cTp.111)

gt # 9 & Awech s W@ . (hathon men charch kee mombatti kanp
rahee hai.)

IlepkoBHasi cBevKa - B 3TOH (hpa3e WCIOIBb30BaHA 3aMeHa YacTel peym.
Mpe1 npeBpatuinu npusnararensHoe M5 «uiepkoBHas» B CyIIEeCTBUTEIBHOE
I = c mnpemsmorom #, KOTOpoe TOKa3biBaeT oOTHouIeHue. [lo
MIPAaBOCIIABHOMY CBaJICOHOMY OOBIYAI0 B LIECPKBH MPOXOIUT BEHYAHUE, BO
BpeMsi KOTOPOTO >KEHUX M HEBecCTa JAepKaT B pyKax IO CBeYe U AAIOT
KISITBY BEPHOCTH. A MO TpagWlWsAM HHIYHUCTCKOW CBambOBl KCHHX W
HEBECTa BMECTe 00OXOAAT OTOHB CEMb pPa3.
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Onexnaa

4. PsinoMm ¢ HuM — HeBecTa. Takasi, mpeacTaBpTe cede, MOJIOCHbKAs
JIeBOUYKa B 0€JIOM MOJABEHEYHOM IIaThe. (3omeHko, cTp.111)

3 goew W B, A, oY F whq P F :E A (aur dulhan aisee ki, shadee
ke safed jode men koi modal)

Besoe monBeHewHoe miaaTbe — d5Ta ()pa3a MOKA3BIBACT KYIBTYPHYIO
Pa3HULY MEXIy HHIUNUCKUMU W PyCCKUMHU Tpamuuusmu. B Poccum
HEBECTa HaJeBaeT OEJIoe IUIaThe, YTO CHMBOJH3UPYET €€ YHCTOTY M
HEBUHHOCTb, a B MHaum onexna HEBECThl KpPacHOTO IBeTa, 4YTO
CHUMBOJIM3HUPYET SPKHUHA, PaIOCTHBIA U MPa3IHUYHBINA eHb, a OSIbIid IBET
HCTIONB3YeTCs, KOT/Ia KTO-TO YMHPAET.

HUcTtopus

5. Ectp Takas, mMoxer ObITh, 3HaeTe, 3HAMEHHUTAas KapTHHA W3
npekHeii Ku3HU, oHa HaszpiBaeTcs — «HepaBHblii Opak». (3omeHkKo,
crp.111)

UG 3T Wt FAT A wfdg R A ol @@l ghRe, 1862) F ey F I @
(shayad aap purane samay kee prasiddh penting “bemel shadee” ke baren
me jante hon)

Ipexusia xu3Hb — Mbl 37ech nepeBenu ¢pasy «lIpexHss KU3HBY qu=T
WA, KOTOpas HaMeKaeT Ha CMEHY TrOCyAapCTBEHHOW BIACTHU U MOJUTHUKH
B cTpaHe. OTa (pa3a mepeBelicHa TaK, YTOObI YHTATEIH XOPOIIO TOHSITH
U HE 3aIlyTaJIHNCh C BApUAHTAMH Y4 S« WM Roen shiasr. C moMompio 9Toi
¢pasel Muxamn 301IeHKO 0003HAUMI KHU3HB JI0 PEBOJIOIUH, & TaKKe
CPaBHWJI 3THM XXH3Hb 10 U TOCJIE PeBOMONUH. [IepBEIM mpemiokeHneM
pacckasza, a UMEHHO 3ToH (hpa3oif, OH MOBECTBYeT O TeME€ paccKaza W
TepeMeHax B KU3HU JIIOICH.

6. Koneuno, Teneps Bcero atoro HeTy. Teneps Bee 3T0 Os1aronaps
PeBOJIIONNN KaHYJO B BeYHOCTH. I Teneph dT0rO0 HE OBbIBaeT. Y Hac
MOJIOJICHbKas BBIXOJIHUT IOCKOpPEH 3a MonoeHbKoro. bonee npecrapenas
pemaercst kHUThb ¢ OoJee MOTpenaHHbIM 3K3eMIuIipoM. COBEpIIECHHO
CTapble MepeKIIoYaroTcsl BOOOIIe Ha YTO-HUOYIb dpeMepHOe - UTparoT B
KA WK TYJISIOT cebe 1o HabepexxHOH. (3omenko, cTp.112)

FHAT HT TAT AE B FifA F FNOT I§ W HG AT & FN F 39 4w ¢ i @
T B T FAR Tgl I ASHAT Jeg & Fa dasH § AL F AT § FS SAET 34
# s @ e AR A€ & 9 W § vweH g2 A IO qEll @ F e 9
A ¥ I F AT Qo ¥ w af Fer g ¥ (yakinan ab aisa nahi hai.
Kranti ke karan yah sab ab gumnamee ke andhere men doob gaya hai aur
ab aisa nahi hota. Ab hamare yahan jawan ladkiyan jald hee jawan ladkon
se shade kar letee hain. Kuchh jyada umra ki aurten hi jyada ghise-pite
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mardo ke sath rahtee hain. Ekdam budhe log kuchh dusree tarah ke
rujhan pal lete hain, jaise ki vecchekars khelte hain ya nadi kinare
ghoomte hain.

Mgl 37€ch MOXEM 3aMETHTh II€peBOJ Ha YPOBHE CIIOBOCOYETAHMUS
«KaHYTb B BEUHOCTb», KOTOPOE O3HAYAET HA XMHIH g & fAw spem &, a
Ho-aHMIMicKU passintooblivion. OHO ObLIO NEpeBENEHO HA XUHIN =
& 37y # 39 AT He [0 SKBUBAJIEHTHOMY JIEKCUUECKOMY 3HAUYEHHIO, a IO
koHTeKCcTy. EmE 371ech ecTh 3aMeHbI MPOCTHIX MPEIOKEHUH B CI0KHOM
MIPEIIOKESHUH.

Tax aBTOp XO4eT cKa3zaTh, YTO ceHWdyac TIOCIE€ PpEBOIIOLMU HE
UCTIONB3YIOTCs Takue (pas3bl "Balle CHUATENBCTBO", HET IOMECThs, HET
neacun 200 pyOneit 3omorom. Celwac Bce JIIOAM PaBHBL, U BCE 3TO
Gnarozapst PEBOJIOLUH, ITO3TOMY HE JOJDKHO OBITh CBaJbObI CTapHka C
MOJIOZION JieBymkod. OTo yuwio B mpouuioe. Celyac HET HUKAKOTO
JIaBJICHUs] Ha JeBYIIEK, HHUKTO HE 3acTaBisgeT MOJIOJBIX JEBYILIEK
BEIXO/INTh 32 TIOKWIBIX 3aMyX. Y JEBYIIEK €CTh IpaBO BBHIOMpATh
KEHNXa, TO3TOMY TIOCJIE PEBOJIOIMH MOJIONAsl ACBYIIKA BEIXOANUT 3aMYK
3a MOJIOIOTO MY)KYHHY, ¥ TOJBKO TOKHJIAsl )KEHIIHHA KUBET C MOKIIIOM
MYXXYHHOH. A COBCeM cCTapble MYXYHHBI 3aHMMAIOTCS HWIPaMH IIIN
TYJISIIOT Ha OEpery peKH.

7. Bot, Hampumep, Kakas HCTOpUA TMPOMU3OILIA HEAABHO B
Jlenunrpane. (3omenko, crp.112)

IEERUETET §I & H 30 g N s uean afaqang & v, (udaharanswarup hal
hee men is tarah ki ek ghatna Leningrad men ghatee.)

JleHuHrpaa - Hacrosimee Ha3zBaHue Tropona Jlemmnrpama - CaHKT-
[etepOypr. DtoT ropon 6511 ocHOBaH [lerpom Bemmkum 27-ro mas 1703
roga Ha Oepery peku «Hemay. OH OBUI CTOJHIICH PYCCKOW WMIIEPUH C
1713 mo 1728, 3arem ¢ 1732 no 1918. B 1914 roxy Canxt-IlerepOypr
HasBanu [letporpan, a B 1924 momeHsun ero Ha3BaHHWe B YeCTh JIeHUHA -
Jlenmnrpan. Ho mocne pacmama CCCP B 1991 rony Jlenunrpam cHoBa
HasBanmu Cankt-IleTepOyproM, BepHYIH eMy IepBOHAYAIBHOEC Ha3BaHUE.
ABTOp Ha3BIBaCT TOPOJ TEM MMEHEM, KOTOpOE OBLIO B YHOTPEOICHHUU B
1O Bpemsi — JIeHUHTpa.

O6mecTBO

8. Het, xoHeyHO, ObIBaeT, YTO MOJIOJEHbKasi Yy HAC HHOIAA
BBIXOIMT 32 moxuiaoro. Ho 3aro 3TOT moxuioil y Hac OOBIKHOBEHHO
KaKOW-HUOYZIb TaM KPYMHEUIWA (U3HOJIOT, WM OH OOTaHWK, WJIH OH
4ero-HuOyJb Takoe H300pesl BCEeM Ha YIMBICHHE, WJIHM, HAKOHEI, OH
OTBETCTBEHHBIN OyXranTep M y HEro Xopoilas marepuanbHas 0a3a Ha
nBoux. (3omeHko, cTp.112)
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¥ sfgiary & srarer wsfRal qepitd o saE W A § R T g AR W Aga
92 ST AT gaeafy A @ § A SR P amemdees AfsER fRar @ar @ @ R
¢ ReeR i o ¥ s o Al & e aga & ared anfiw e @ ¥, (aisa bhi
hota hai ki javan ladkiyan bujurgon ke sath byah kar leti hain magar yah
bujurg aamtaur par bahut bade douktar ya vanaspatishastree hote hain ya
unhone koi aashcharyajanak avishkar kiya hota hai ya fir koi jimmedar
akauntent hote hain, jiske pas dono ke lie bahut hi achche aarthik sadhan
hote hain.)

3nech UCHONB30BaH MPUEM aHTOHUMHUYECKOro mnepeBoja. Ilepsoe
MpeJIoKeHHe, ColepiKallee OTPULATENIbHOE CIIOBO «HET», NEepeBeIcHO
YTBEPAUTENBHBIM TpemiokeHueM. U emgé, cBsA3pIBasg 3TO TPOCTOE
MIPEUIOKEHNE C TOCIEAYIONINM TIPEIIOKCHHEM, MBI 3aMEHIIN €ro Ha
CIOXKHOE.  ABTOp  3THM  TPEUIOKEHHEM  IPOTHBOIOCTABISCT
MTOCTIENYIOMINH TEKCT CBOMM IIPEIBIIYIITIM MPEIOKESHNAIM. | OBOPHT, 9TO
U celyac HMHOTJA MOJIOJAsl NEBYIIKA BBIXOAWT 3aMyX 3a IIOXKHIIOTO
YeloBeKa, HO TOJNBKO TOTAA, KOTJAa JKEHWX MMEET JOCTaTogHoe
KOJIMYECTBO JICHET, YTOOBI CEMbsI MOTJIA KUTh XOPOIIO M HU B 4eM cede
HE OTKa3blBaTb. B OCHOBHOM XOpOIIO 3apabaThlBad  YYCHEIC,
uzobperatrenu u Oyxrantepa. [locie peBomronuu pabOTHI MHOTHX
VYCHBIX OBUIM BBICTABJICHBI HAa MHPOBBIX HAyYHBIX BBICTaBKaX, Kak
CUMTAIOT MHOTHE HCCIeNoBaTead M HUCTOpUKU. VIMeHHO mocie
PEBOJIIOLIMY CTAJIA MOSBISATHCS HayYHBIE IIKOJBI U MHCTUTYTHL. [loaTOoMy
yYeHBIE U TOCYIapCTBEHHBIC PAOOTHHKH IONyYald JOCTAaTOYHO JCHET W
TOCYIapCTBEHHBIX JIBTOT. BEIMTH 3aMyK 3a Y4€HOTO CUHTAIOCH OOIBIION
ylaueu B Te BpeMeHa.

9. A Takux Jeln, Kakue, HalpuMep, HAapUCOBaHbI Ha BBILNICYKAa3aHHOU
KapTHHEe, y Hac, KOHEYHO, OobIe He ObIBaeT. A eciu 4To-HHUOYAb BPOJIE STOTO U
CITy9qaeTcsi, TO 3TO BBI3BIBACT BCEOONNH cMeX U ynuBieHue. (30meHko, cTp.112)

AT 3 TRE AT AT 38R F AT & W qER & AT i w=ft § 39 T8 ged
. 3R 3R 59 @F # To oan st ¥ o a8 IEf F aren ik gewe g §. (lekin
is tarah kee ghatnaen udaharan ke lie jo upar tasvir men chitrit kee
gayeen hai ab nahin ghattee. Aur agar is tarh ka kuchh hota bhi hai to vah
achambhit karne vala aur hashyaprad hota hai.

B naHHOM OTpBIBKE H3-32 CHHTAaKCHYECKOH pasHMIBI MEXITy 00OMMH
s3pikaMu Ha 151 m3menena crpykrypa. O0a npeasioxkeHust 6ecColo3HbIC U
CBSI3aHBI C MOMOIIBIO 3aMATOM, MPH MEPEBOAE HA XUHIU OHHU 3aMEHEHBI
COIO3HBIM NPEIIOKECHIEM

10. Oxkpy>karomue emMy roBopsT: - Bel moMeHble 3aHUMaiiTech arutanuen
U IpoIaraHjoif, a BMECTO 3TOro NONISAJIHUTE, YEro € OT Bac HyXHO. JTO ke
AHEKJIOT, YTO OHA 32 Bac BBIXOAMT 3aMyX. (301eHKo, cTp.113)

A & 3EW FET AT TAR A @ ST IR THF TG I Tg T@F HT R AT
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F 9% A9 ¥ FIT AEA ¥ AT FeN HAH @ gNM fF GF WYX W F@T A 7
(logon ne use kaha, “aap prachar kam hee keejie iske bajay aap yah
dekhne kee koshish kijie ki vah aapse kya chahtee hai. Yah kahna majak
hi hoga ki vah aap se shade karna chahtee hai.)

31ech CIIOBO «OKPYKAIOIINE», O3HAYAIOIIEe JIFOAEH B €0 OKPYKESHUH, T.C.
coceneil, mepeegeHo Ha IISI cioBoM dWr ¢ moMoOIIBIO IHpHEMa
reHepanmzanud. Kpome 93TOro, mnapHble CHHOHMMBI «aruTalus |
MIPOTIaraH/iay 3aMEHIIN CIIOBOM 9K, HCII0JIb30BaB IIPHEM OIYIICHHUS.

11. A mepeexaB Tyga, OHa C HHM MOMEHTAJIBHO CCOPHUTCS M JlaeT
OOBSIBIICHUE B Ta3eTy, AE€CKaTh, MCHSAIO YYAHYI0 KOMHATY B JABa/JIIATh METPOB
Ha J1Be HeOombIINe B pa3HbIX paiioHax. (3omieHkKo, cTp.114)

et WS F 91C 97 3¢ F WY FSAT YK W ot ¢ AR FAERA # o i 7
o9 #HIET F Foal FAY & TG IHCAN-IAN FATH H A B FAU AT HAAFT ¢.

B atoM mpemiokeHuu WCHonb3oBaHa TpaHchopmanus. dpasa gyaHas
KOMHATa B JABaANaTh METPOB Ha XWHAM IIEPEBEICHO Kak
puUTsHKaTeIbHOE BhIpaskeHue. [Ipemsor 'B' KoTopoe 03HadaeT Ha PyCCKOM
NPOTSDKEHHOCTh, NEPEBEIEH0 HAa XUHAM &, KOTOpOE O3Hadaer
MPUTSHKATETPHOCTE B XuHAW. M emé ecTh sBIeHWS O0OaBICHHS,
MIPOTHBOIIONIOKHOTO ONyIIeHni0. B OpHUruHaIbHOM TPEATIOKEHUH CIOBO
«pa3HOe» UCIIOIB30BAHO OJMH Pa3 BO MHOXXECTBEHHOM 4YHCIIe, HO, YTOOBI
mepeaaTh TMOHATHE OTICIFHOCTH B pa3sHBIX paiioHaX, HA XUHIU
HCTIOJIB30BaHO HeFI-3edl. DTO NPEIOKeHHE MOKa3bIBaeT HaM, YTO B TO
BpeMs, Kak M ceiyac B Poccum, Opima Tpaaumus oOMeHa JKWIIbSA, W
JKETIAIOIINe MOIVIM ITOMEHSTHh ero 0e3 Tpyaa, MO3TOMY Tepod pacckasa
JIeNTaeT 3TO HU OJUH pas.

IToauTHKA

12. Jlaxe, KaxeTcs, W Toma XyIOKHHK HE HW300pasmi TI0
UZICOJIOTHYECKUM MOTHBaM TOro BpeMeHH. Ho Bce 3TO BIOJNIHE MOXKHO
IIPE/ICTaBUTh ceOe MpH B3MIsAE Ha ATy KapTHHY. (301eHKo, cTp. 112)

7g ot woren & % a9 & Agifas FROT §F R & 9l B B F RiyT fFa & T,
MR R F 3@ I A 3 |9 Al H Fewan & w@wha & (yah bhee lagta hai ki
tab ke saidhantik karnon se chitrakar ne padre ko chitra men chitrit kiya
hee nahee, magar penting ko dekhkar ham incheejon kee kalpna kar
sakten hain.)

3mece B JaHHOM TIepeBOJE MOXKHO YBHACTh NPEATIOKEHHE C
CHUHTAaKCUYEeCKOW 3aMeHOW. MBI TIpU NEpeBojie 3aMEHWIM JIBa MPOCTHIX
MPEUIOKECHNS Ha CIOKHOCOYMHEHHOE C TOMOIIBI0 COYHMHHTEIHHOTO
coro3a R B [14.
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13. [TockomnbKy, MOXET OBITH, OH — “Ballle CHATEIbCTBO” WIN OH CEHATOP,
1 OJHOI MeHCHMM OH, MOXKET OBITh, OEpeT CBBIIIC KaK ABECTH pyOnel 3010TOM,
IUTIOC OMECThS, IKUNAXK U Tak gajuee. (3omeHko, cTp.111-112)

A THaT & F I8 PR T FE N @ A @ aFar & F sEH G o @t ¥ swwEr
o #r el @ IR W @ 39 I 9ga ag-ad aeiR, @t 3k o aga 3 @ (ho
sakta hai ki vah koi raja ho ya koi mantree ho ya ho sakta hai ki us kee
penshan do sau se jyada sone kee munhre ho aur sath hee uske paas bahut
badee-badee jageer, bagghee aur bhee bahut kuchh ho.)

B 5TOM mpemiokeHuH TakKe BCTpPEYaeTCs CHHTAKCHYeCKas 3aMeHa.
CI0)KHOCOYMHEHHOE TPE/JIOKEHIE 3aMEHEHO Ha CIIOKHOIMOIYHMHEHHOE.
Pycckoe obOpaiiieHue «Balle CHSITeJIbCTBO» HCIOIb30BAIH TSl KH3EH 1
rpadoB, U Takoe OOpalieHHEe Ha XWHON OBUIN #HERIS, ASHTRA, a MBI B
MEPEBOJIC UCIONB30BAIH HE O0OpaICHHE, a YPOBEHB.

(A) Cenarop - CeHaTOpHI B JOPCBONIONMOHHOW Poccuu ObLTH OJHUMU
WX CaMbIX BIMATEIBHBIX JtoAeH mpu mape (mmmeparope). OHU ObuH
YIIeHAMH CeHara, KOTOpBIH ObUT cozman mo Ykasy I[l€rpa I B 18-om Beke
(22 ¢eBpans 1711 roma). Cenar cocrossm w3 10 4IeHOB, KOTOpHIE
MOMOTaJIH LIAPI0 YIPaBIsATh cTpaHou. [lociie peBOMIOIH 3Ta IOKHOCTD
nepecTana cymecrtBoBarh, a mocie pacmaga CCCP, B coBpeMeHHOH
Poccun, nogo6HbIe GPyHKINH BBITOJIHSIOT [Ty TATHL.

(b) Bame CusiteabcTBO - «CHATEILCTBO» MPOUCXOJUT OT CIIOBA
«CHUSITB», KOTOPOE O03HAa4aeT COJIHIE. JTO CJIOBO OBUIO CHOCOOOM
oOpameHus: K KHA3bAM, TpadaM, UX JKeHaM H JIETSIM. YIOTpeONsuiocs B
COUYETAaHUM TOJILKO C MECTOMMEHMSIMU: Ballle, ero, €, ux. Ceiuac Takoe
oOpaleHHe HE HCIHONB3YeTCs, IMOCKOJNBKY TOJOOHBIX THUTYIOB HE
CYyLIECTBYET.

(B) Ilencusi — 0oTO perymspHoe IeHeXHOe IMocodnue, KOTOpoe
BBITUTAYMBACTCS JTIOISM, KOTOpPBIE JOCTHIVIM TOXWIOTO BO3pacTa WIH
HMEIOINM  (QHU3MYECKre HEINOCTaTKH, a TaKkKe eTAM, IOTEePSBIINM
ponuteneit. Takas cucrema cyuiectByeT B Poccun 1 BO MHOTHUX JpYyTrux
cTpaHax. BeImiara meHCH 30710THIM pyOJiieM OCYIIEeCTBISIACh TOJIBKO B
Poccuiickoit umnepun. Ho Ha CerogHANIHUNA IEHh TAKOTO OOJBIIEC HUTIEC
HET.

(I') [lomecThe — DTO yCIOBHOE 3eMeNbHOE BiajeHue B Poccun B KoHIE
15 — nHauane 18 B.B.,, KOTOpO€ MpPEJOCTaBIAIOCH TOCYAAPCTBOM 3a
HECCHUE BOCHHOW M TOCYNapCTBEHHOI CITy)KObI, HE ITOJICKANIO IIPOJIAXeE,
00MEHY M HACJICIOBAHHIO. JTU MOMECThsl OBUIM UCTOYHHKAMHU MPUOBLIN
JUIA TIOMEIIIUKOB, OJlaromapsi MOMECTBhSIM y HHX ObUIH OoNbIIne goMa,
HaeMHBIC KpeCThsHE, paboTaromipe Ha 3eMJje, SKHUIaXH I TOe3I0K.
VIMeHHO T03TOMY POTUTENM MOJOMOW JAEBYIIKH COIIACHIHNCH OTIAaTh
CBOIO JIOYb 3aMyXK 3a IMoMemnnka. Ho mocie peBoIonuy MoMecThs CTaln
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IIPUHAJIC)KATD rocyz[apCTBy.

14. OKxpyXaromuM OH TaK OOBSICHWI 3TO SBJICHHUE, NECKaTh, HOBas
9pa, AeCKaTh, HBIHYE OAKE CTAPUKH KaKyTCsS MOJIOABIMH U IOBOJBHO
cuMMaTuIHbIMH. (3011eHKO, cTp.113)

3 v Tl F 5w wear § AN F wHeAn fF @ Av A A 932 off w9 sk
=¥ @ ¥ (usne apne padosiyon ko is ghatna ke baren men samjhaya ki
ab nae yug men buddhe bhee jawan aur sundar lagte hain)

HoBass 3pa — B pacckaze Muxaun 30IIEHKO TOJ JaHHBIM
CJIOBOCOUYETAaHUEM MOApPa3yMeBaeT He TOJIbKO HacTyruieHue 20 Beka, HO U
CMEHY MOJIMTHYCCKUX PSIKUMOB U BIIACTH, & TAaKXKe 00pa3a KU3HH JHOICH.
ABTOp XOYeT CKa3aTh, 9TO B HOBOM, TO €CTh, COBETCKOM BpPEMECHH, BCE
JIFOM PAaBHBI, HET HUKAKOW Pa3HUIBI MEXIY MYXYMHON M >KEHIIHUHOM,
CTapblMH W MOJOAEXKBI0. B 3TOM MpemyoKeHUN aBTOP BBICMEHBAET
[JTABHOTO Tepos. [epoil He MOHMMAeT, MoYeMy Bce JIOOM K HEMy Tak
OTHOCSITCS, OH HE MOXET IPUHATH HOBBIC MOpsAAKH. CTapble JTIOON TOXE
cleliT 3a CBOEH BHEIIHOCTBIO W BEAYT AaKTHUBHYIO >KW3Hb, KaK U
MOJIOZIEKb, W IMOATOMY HET HHUYEro CTPaHHOTO B TOM, YTO MOJOAast
JIEBYIIIKA XOUYET BBIUTH 3aMY3K 32 HETO.

Cnopr u HacJaaxKaeHue

15. Koneuno, Teneps Bcero atoro Hety. Teneps Bee 3T0 Osarogaps
PeBOJIIONNN KaHYJO B BeYHOCTH. I Teneph dTor0 HE OBbIBaeT. Y Hac
MOJIOJICHbKas BBIXOIHUT MOCKOpEi 3a MooieHbKoro. bonee nmpecrapenas
peuraeTcs KuTh € Oosiee MOTpenaHHbIM dK3eMIusipoM. COBEpIICHHO
cTapble TIepeKITIoYaloTCs BOOOIe Ha YTO-HUOYIL d(heMepHoe - UTPAoT B
IAIKHU WIH TYISIOT cebe 1o HabepexxHoi. (3omenko, ctp.112)

T 39 Fr A ¢ FA F FROT qF F9 IT qEAR F FN F g7 ¢ 3k g
¢ g, 39 g Tel Faw wAsfRAl Seq & A WEH ¥ A FW Ah § I w37
#r AR & e AA-RE 7L & Wy @t E v g2 A FT g@d e F w9
A ¥ Y F AT Qaa ¥ w af Fer g ¥ (yakinan ab aisa nahi hai.
Kranti ke karan yah sab ab gumnamee ke andhere men doob gaya hai aur
ab aisa nahi hota. Ab hamare yahan jawan ladkiyan jald hee jawan ladkon
se shade kar letee hain. Kuchh jyada umra ki aurten hi jyada ghise-pite
mardo ke sath rahtee hain. Ekdam budhe log kuchh dusree tarah ke
rujhan pal lete hain, jaise ki vecchekars khelte hain ya nadi kinare
ghoomte hain.

Hlamkn — 3TO0 Wrpa s ABYX WIPOKOB Ha MHOTOKJIETOYHOM JIOCKeE,
MOXO)Kasi Ha IMAaXMaThl U Ha Hapael. [1ogoOHOKAaK B Maxmarax, ATk
BOCITPOU3BOAT JEHCTBUS CPAXKAIONIUXCS TI0 OMPEACTEHHBIM TIPaBUIIaM
npotuBHUKOB. [Ilamku nosBunace B Poccuu B 3-M Beke. Paznuia mexay
maxMaTamMd M HapAaMd B TOM, YTO B HaplIax KHUJAlOT KOCTH, a B
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IraxMarax 3Toro HeT. M B Hapmax cTpoutcst gurypa, a B maxmarax Io-
JIPyroMy HOPSAIOK IOCTpOeHHs (GUryp. Y MIameKk — IIaxMmaTHas JIOCKa,
Takasl Jke, Kak B IlIaXMaTax, HO IpaBHjIa MUIPbl OTIIMYAIOTCS. B maxmarax
€CTh pas3Hble (QUTYphl, OHH HUTPaAIOT (MMH «XOIAT») TO-Pa3HOMY, B
IIAIIKaX JK€ €CTh TOJBKO «IIPOCTas MIAIIKa» U «gAaMKka» (TaBHas). Llens
urpsl B [lanrky "checTs" MANIKK TPOTUBHUKA.

Tpancnopr
16. JOkunax («Pacckaz o crapom aypake») — oOliuee Ha3BaHUE
KOHHBIX  PECCOpPHBIX  MAaCCaXUPCKMX  MOBO30OK.  OKUOaxX B

JIOPEBOTIONMOHHON Poccuy OBUT yHOOHBIM TPaHCHOPTHBIM CPEACTBOM
MEPEABIKCHHS OOTaThIX JIIONCH, a TaK e SBISUICS CHMBOJIOM POCKOIIH U
OorarctBa. CyIIecTBOBaM pa3HbIC THUIBlI BIPSDKEHHUS Jomaaed B
SKHUMaXHU: JBOMKA, TpoWka © ueTBEpka. E31uTh B OSKUNaXe MOIIH
MMO3BOJIUTE C€0€ TOIBKO OOTaThie M COCTOSITENLHBIE JIFOIH.

17. B o0mem, Hu4yero n3 cebst He MpeAcCTaBisMtomas JUIHOCTh, U3
TaKMX, KakKhe B KaXIOM TpaMBae II0 AECATh MTYK enyT. (3OIMICHKO,
crp.113)

ufa v T Itwa af w1 afFa, S A ¥ FA gW W T A w9 € (arthat ek
aisa ausat darje ka vyakti, jo kam-se-kam das har tram men dikh jaten
hain.)

B maHHOM OTpBIBKE MBI CTAIKHBAEMCS C TIPOOJIEMON Pa3HUIIBI CTPYKTYP
Mexay oboumu sizpikamu T.e. VIS u IT51. Yacte npennoxenns «B obmiem,
HUYEro U3 ce0s He TPEeACTaBIIONAs», UTPAoIas Pojb OMpPEIeICHHUS,
nepeBe/ieHa Ha XUHAM 34Ta vs ¥ 3itaa gof &1 He Ha OCHOBE JIEKCUUECKUX
3HAYCHUI, 2 HA OCHOBE CEMAaHTHUKH.

Tpamsaii — OquH 13 00IIECTBEHHBIX BUAOB TPAHCIIOPTa B KPYITHEHUIINX
ropoaax Poccun. Onexrpuueckuii Tpamsaii B Cankr IlerepOypre Hauan
paborars B 1907 n ckopo crai oueHb NOMYJISIPHBIM BHIIOM TpaHcropTa. B
Havase 20 Beka TpamBail ObLI caMbIM MONYJISIPHBIM U JELIEBHIM BHIOM
Tpancniopta B Poccun, a B MHaun TpamBaii ObUTH TOJIEKO B OOJBIINAX
ropojax, HO ceiiuac OHU ecTh TOJIbKO B KanbkyTe.

SI3bIK

18. Takoii, OyKBaJIbHO, NTEHYHK, JIET, MOXKET OBITh, JICBATHAIIIATH.
(3omenko, ctp.111)

aFaT # aF F15 W AE R ¥ O 37 3w af ¥ smwoaw ¥ (vastav men
vah koi aisee masoom kisoree hai, jiskee umra unnees varsh kea as-pas
hai)

HepeBo,u CJIOBa «ITEHYUK», KOTOPOC HUCIIOJb30BaHO [Jid JACBOYKH,
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BbI3BAJIO Sany,Z[HCHI/I}I 1 MBI IPOU3BEIIN JICKCHYCCKYIO 3aMeHy.

31ech MBI KOHKPETH3HPOBAJIH CIOBO «IITCHUUK» CO CIOBOM [IS1 «fmed
(kishoree)». CinoBo «NTeHYHK» HAéT IMIHUPOKOE JIEKCHYECKOE 3HAYCHUE,
KOTOPBIH O3HAYaeT ACTeH MTHUI, aBTOP ATHM CIIOBOM HaMEKaeT Ha BO3pacT
1 TIO3TOMY MBI €ro 3aMeHHIH ciioBoM «fredY (kishoree)» Ha IS, 9uToOBI
0003HAYHUTH BO3PACT JICBOUKH.

19. Takoii, B caMOM Jiejie, CTapblii XpEeH MOT /10 PEBOJIOINUU BITOJIHE
JKEHUTHCS Ha TakoW Kpormike. (3omeHko, cTp.111)

W gue ga wifa (1917 & Fwify) @ wea & Rl & w0 oy W FT wFar o
(aisa khoosat budha kranti (1917 ki kranti) se pahle aisee kishoree ke sath
shade jarur kar sakta tha.)

M5!I 371€Ch MEPEBENN PYCCKOE CIIOBOCOYETAHNE «CTAPBIM XPEH» KaK THE
get. «Crapplif XpeH» — rpy0boe BBIpaKeHHE B PYCCKOM si3bIKE, KOTOpOE
MepeBeICHO TaK JKe TPyObIM BBIPAKCHHEM Ha XWHIW, OHU COBIIAJAIOT
CEMaHTHYECKH, HO HE JeKCHICCKH.

«Crapsplii xpeH» - 310 rpyboe oOpamieHHe K CTapoMy 4YelOBEKY, K
KOTOPOMY €CTb UYBCTBO HENPUSA3HHU, OTBpAILEHHUs. 3HAUUT, TOBOPSIIMI
WIM HEHaBUIUT O3TOrO CTAporo 4ejIOBEKa, WM TOBOPUT O HEM C
HacMemkoil. Ota (pasa mosBMIack M CTaja MWCIOJIB30BaThCSl CPEIH
KpeCTbsiH. XpeH — 3T0 NpstHOCTh. CTapblil XpeH - TOpbKUM, OCTPBIM U
cMopILeHHbIH. Moooi - He TOPbKUil U HE CMOPILEHHBIHN, HO HE MPSAHbII
(me xpemnkwuii). Korma mpo crapuka TOBOPST «CTapblii XpeH», UMEIOT B
BUJy, YTO OH TaKoil ke, KaK 3TOT CTapblii XpeH — PACTEHUE TOPHKOE U
KpemnKoe (C BHIy HEKPacHUBBIA U CTaphIi, a 110 XapaKTepy KPETKHii).

20. Crtaporo BopoObs MpoBeNr Ha MsIKuHE. (301eHKO, cTp.114)
Tw et # a=d & A & & ot (ek anubhavi ko bachche ne maat de dee)

3mech  BCTpeYaeTcsl BOMPOC IMEpeBoja TOCIOBUI] M TOTOBOPOK.
IocnoBuIia U MOrOBOPKA SIBISIOTCS YACTBIO SI3bIKA M KYJIBTYPBI, KOTOPBIC
MOTYT OBITH IEPEBEACHBI TOJNBKO Ha YpOBHE mpemnokeHus. OHH He
MOTYT TIEPCBOAUTHCS HA YPOBHE CIIOB WJIM CIIOBOCOYCTAHUH, TaK Kak
9KBHBAJICHTHOCTh OTIC/IBHBIX KOMITIOHEHTOB HE MOXET Iepeaarb ero
CMBICII. DTO UANOMATHYCCKOE BBIPAXKEHHE, KOMIIOHEHTHI KOTOPOTO Jaf0T
o011ee 3HaYEHHE.

Craporo BopoObsl Ha MAKHHE HE TIPOBEICIIIb.

Onvimnoeo uenogexka He obmaueuib, He nepexumpuuiv. Hcnonvsyemcs
KaK Xxapaxkmepucmuka Obl8an020 4eloseKkd, Komopwiti 6e3 mpyoa
OMAUYUN UCIMUHHOE OM JIONHCHO20, UL JHCe — 8 YCMAX MAaKo2o 4enosexkd
— KAaK 8blpadiceHue COMHeHUsl, Hed08epusi N0 NOBOOY HbUX-TUOO ClO8 U
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nocmynkos. Msaxuna — ocmamku Koaiocves, cmeoneil, omxoovl npu
Mmonomuwbe.

B maHHOM pacckase mojpa3ymMeBaeTcsl, 4To JIeByIIKa oOMaHylla CTaporo.
Wnm on cam oOMaHyIics.

B BBIBOIE MBI HallIA, YTO BO BpEMA MEPEBOJA pacCKasza W aHaliu3a MbI
BCTPpEHAJIMCH CO CICAYIOINMU HpO6J’IeMaMI/IZ

1. Bbonbmme 3aTpyAHCHUSI NpHU HNEPEBOAC BbIZBAJIU HUAUOMATUYCCKUC
BbIpaKCHHSA, KOTOPBIC ABISIOTCSA Hepa3,uean0171 HaCTbIO KaXXJ0T'O A3bIKa.

Hanpumep: Konewuno, temepp Bcero 3Toro Hery. Temeps Bce 3TO
0s1aronaps peBoJIIOIUH KAHYJI0 B BEeYHOCTB. (301IeHKo, cTp.112)

TR A T At §HIA F FROT 9§ W 3G qHAA & HR A g7 § AR aw
a&t @xan. (yakinan ab aisa nahi hai. Kranti ke karan yah sab ab gumnamee
ke andhere men doob gaya hai aur ab aisa nahi hota.)

2. B mepeBoze Ha0 UCTIONB30BATH pa3HbIE BUABI TpaHC(OPMAIH, YTOOBI
MepeBo]] WMeJ TO 3HAYCHHE B IIOJIHOM OO0BEMe, KOTOpOE ConepiKall
OPUTHHAJ U B TO K€ BPeMsl IEPEBO]] OKA3aJICs MOATUHHBIM TEKCTOM.

Hanpumep: A MHOTHE COBPEMEHHOCTh OTJIMYHO MOHUMAIOT U YKE
OCBaMBAaIOT HOBeHIIUe TeueHus. (30meHKo, cTp.187)

Wwﬁmmmﬁwmm#mmimammmﬁﬁﬁw
w@ & (aur bahut se log nae jamane ko bahut achchhee tarah se jan gaye
hain, aur ve nae tarike bhalee-bhanti sikh rahe hain.)

3. Heo0xoouMOCTh 3aMEHBI CIOKHOTO MPEIJIOKEHHS IPOCTHIM
MIPEIIOKESHUEM, MIPOCTOTO TIPEIIOKESHUS CIIO’KHBIM,
CJIO)KHOCOYMHEHHOTO TPEAJIOKEHHUS CI0KHOIIOIMHEHHBIM H HA000POT.

Hanpumep: Ectp Taxas, MoXxeT ObITh, 3HAacTE, 3HAMEHUTAs] KAPTHHA U3
TpeXHeil KM3HU, oHa HasbiBaeTcs — «HepaBHbIi Opak». (3omieHKo,

cTp.)

ARG T W FAT A wfAg R AT ady @deh ghRa, 1862) F IR F S &
(shayad aap purane samay kee prasiddh penting “bemel shadee” ke baren
me jante hon)

4. HeoOxoauMoOCTh NMPOU3BENCHUSI PA3IMYHBIX TpaHC(HOPMAIMH, TaKnuX
Kak OmylieHue, 100aBIeHue, IepecTaHOBKa, KOMIICHCAIMS U T.]I.

5. Tepconaxxu npousBeacHuss M. 30IEHKO OBIBAIOT MTPOCTHIMH JIOIBMHU.
He Bce oHM M3 00pa30BaHHOTO W BBICOKOTO Kjlacca M MOTOMY YacTO OHH
HCTIONB3YIOT TPOCTOpEYNe, TUAICKTH3MBI, TpyOble W OpaHHBIE CJIOBa,
KOTOpBIE TIEPEBOANTH M TIepeaarh MoiaHoe nmoHuManue Ha 15 TpyaHo u
oueHb ciiokHo. Hampumep: Crapblit XpeH, Typak, NTEHUIHK U T.1I.
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W Tak IIaBHBIMH BOIIPOCAMH, CBA3aHHBIE C KYJIBTYPHBIM aCIIEKTOM
SIBIISUTACH TIOMCK JIYYIINX COOTBETCTBHM M IEpeAadya TOYHOTO 3HAYCHUS,
XOT MEXIy KyIbTypaMH M OOIIECTBAMH €CTh OOINbIIas pa3HHIIA.
OcHOBHBIE TPOOIEMBI BO3HUKIM B IIiepefade CMBICIA TaKHX CJIOB,
KOTOpBIE CBSI3aHBI C KYJIBTYPOH, TPaAWIUSAMH, ONSXKIOW ©U T. .
Hampumep: Balue cusiTenbcTBO, CEHATOP, TOMECTHE U T.1.
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Annomayua: Braoumup Haboxoe 0Ovin 3namenumvim nucamenem XX
6exa. OOHO U3 €20 NONYJIAPHBIX npouzeeoeHull, e2o poman- Jlomuma.
Veenuxamenvhuiii poman wupoKo HenpaguibHo NOHANU KAK 3POMUYecKull
wiu pomanmudeckuti pomar, Ho Jloruma umeem HamHo20 6Oonvuie K
ceoemy. B amoii cmamwvu nabriodaem uzobpasicenue npomazoHucmos-
T'ymbepma u Jlonumer. C nomowpio 9mo2o aHamuza Mvl 06CyOoum
80MPOCHl  NCUXONO2UU  (UMEHHO 6 — MOM,  310YNOmMpeOnsiiouux),
nampuapxaneHocmu  u  nompebumenscmea. Ilampuapxanehocms  u
nompeoumenbcmeo oyoem oocyircoamvcst 6 ceeme NOOAGLEHUSL HCCHUUH.
Mboi makoice obcyoum, novemy [ymbepm ciedyem paccmampusams Kax
npecmynHuka, u Kaxk Kanpushoe nosedenue Jlonumvl He Aensemcs
npuyuHou 011 nedoguauveckux Hamepenuii I’ ymbepma.

Knwuesvie cnosea: Haboxos, Jlonuma, [ymbepm, nedoghunus,
NCUXONI02USL, NAMPUAPXATLHOCTb, NOMPEOUMETLCIMBO, JHCEHUUHDI.

Abstract: Viadimir Nabokov was an eminent writer of 20" century. One of
his popular works is his English novel Lolita. The intriguing novel has
been misunderstood as either an erotic or a romantic novel, but Lolita
has a lot more to it. Our article will analyze the characteristics of its
protagonists- Humbert and Lolita. Through this analysis we discuss the
issues of psychology (precisely that of abusers), patriarchy, and
consumerism. Patriarchy and consumerism will be discussed in the light
of women’s suppression. We will also discuss why Humbert should be
considered a criminal, and how Lolita’s capricious behavior is not the
reason for Humbert's pedophilic intentions.

Keywords: Nabokov, Lolita, Humbert, pedophilia, psychology,
patriarchy, consumerism, women.

Bnagumup Bragumuposuu HabokoB ObLT 3HAMEHUTHIM TcaTenieM 20-ro
BEKa, PYCCKOTO MPOUCXOXKICHUS, KOTOPBIA MUCAl U Ha PYCCKOM U Ha
aHTIIMHACKOM si3bike. OIHBIM M3 €ro MOMYJSPHBIX MPOU3BEACHUN
SIBJISIETCSL €r0 poMaH- Jloiuma. POMaH CTOJKHYJICS MHOTO OCY>KICHHH B
AMepuKe 3a CBOIO TEMY, CTOJIBKO, YTO B Hadayie MOYTH BCE H3IATENH
OTKa3aJIUCh IMyOJIMKOBATh €TO.

VYBenuKaTenbHBIE pOMaH IMHUPOKO OOCYXHAJHCh JINTEPATYpPOBEABI U
kputukd. [upoko HeNpaBWIBHO MOHSUIM WJIM KaK 3POTUYECKHHN WIIH
poMaHTHYeCKH poMaH, HO JlomuTa mMeeT HaMHOTO OoJIbIe K cBoeMy. B
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9TOH cTaThe MBI OyZeM OOCYX/IaTh OCHOBHBIE CIIOM B pOMaHe, KOTOPBIH
HabokoB mipekpacHO MacKHPYeT CO CIIOBECHBIM OJIECKOM CBOHMX
nepcoHaxei. Jlemo B TOM, 94TO YUTATEIh CUATAETCS COABTOPOM JFOOOTO
JUTEPATypHOTO TPOU3BENEHUSA, MBI IBITAEMCS PaCKPhIBATh HECKOJIBKO
Pa3NUYHBIX acCMeKTOB, Ha KOTOPHIM HaMEKaeT IHCaTelb B J3TOM
MIPOU3BEICHUY.

JlonuTa - poMaH O MOJIOJION JIEBYIIKE M O TOM, YTO KaK OHa CTaHOBHJIACh
HaBs3UMBOM wmaeed mnenodpmna- ['ymGepra. DTOT poMaH HE MOXEM
paccMaTpUBaThCS TOJIBKO KaK IPOTHKY HIIHM MPOCTO KaK JIOOOBHBIA pOMaH
MaHbsKa, Tak kak HaOokoB (KOHEYHO Yepe3 FMOp) HaMEKaeT Ha TJIaBHBIC
Bompockl memoduiauu, wu marpuapxun. OH HAaCMCIIUBACTCS  HaJ
o0IecTBamMu, KOTOPBIE MOJIEPKUBAIOT Opak HECOBEPLICHHOJIETHBIX, MU
I'ymOGepT nuTHpYeT TpHMEpH TakuX OOIIeCTB, B KOTOPBHIX Opak
HECOBEPILCHHOJCTHBIX ObLT MpH3HAH LEpKBeil M cranm oObldaeM JJist
obmectBa (Lolita:135), emé roBoput o CUIIMIUHCKOM 0OIIECTBE, KOTOPHIS
paspyliajgd  CeKCyalibHble OTHOIICHHS JIOYepd C  OTIOM, HYTOOBI
ONpAaB/bIBATh CBOM MpPECTyIUIeHWs. Tak, Henb3s BEPHUTh €ro CIoBa,
KOTOpBIE ONPaB/ABIBAIOT €r0 NMPECTYIUICHNS C TOMOIIBIO TAKMX HEJIOTHYHBIX
00bIyacB 00IIeCTBa, T.C. 3714, KOTOphIe 00mecTBo cnenyet (Lolita:150).

KoHeuHO OH NpecTyNHHUK, a y IPECTYIIHUKOB OCHOBHAsI IICUXHKA, YTOOBI
OIpaBJaTh CBOM HENPABUIILHBIE ITOCTYIKH, OCOOCHHO €CIIM OHU SIBIISIFOTCS
KOMOMHAIMEH, TCHXMYECKH HE3Z0pOBOTO W O4YeHb 00pa3oBaHHOTO
yenoBeka, kak npodeccop ['ymGepr B Jlonume. PomaH NOBECTBOBaH C
TOYKH 3pCHHS NPECTYIHHKA, HA CaMOM JeJie C TOYKH 3PEHHUS JIOBKOTO
wIyta W yoOemuTenpHOro mpodeccopa (GpaHIy3CKOH JTUTEPaTyphl,
HMMEIOIIETO PErPecCHy MOTEPSTHHOW JI0OBH B ero aerctBe. OH 3acTaBisgeT
HAaC BEpUTh, UYTO TIPECTYIUICHHS, KOTOpPBIE OH COBEpIIaeT, 3TO
€IMHCTBEHHBIN CITOCO0 00JIerduTh ero cTpananue. Tak, ['ymoepT B pomane
cTapaercs, YTOObl YWTAaTeNId COYYBCTBOBAIM €My, 3a €ro Kajkoe
nojoxxenne. MakI'mHH B cBoeit cratn «Meaning and Morality of Lolita»
npaBuIbHO ckasail, «His misery is otherwise hidden under the carapace of
his verbal brilliance.» ITo-Hamemy cioBecHoe Benukoinenue ['ymOepra He
TOJIBKO CHPSTAJIO €ro CTpajaHus, HO M €ro MOCTYNKH HAcWIMsS Hax
Jlomntoit. Ero cioBa BBemyr untaresneil B 3abmyxiaenue, n ['ymGepr
HaMEpPEHHO MyTaeT WX, YTOOBI OTBJIEKAITH OT TJIABHOTO BOIPOCA HACHIIUS
HaJ JAETBMH, W YHUTATEIIM 3aCTaBISeT HOBEPHUTH, YTO 3TO JIOOOBHBII
poMas. ['yMOepT UCTIONB3yeT CBOM CIOBAa POMAHTHKH, YTOOBI OTBEPraTh OT
TOorO (hakTa, 9TO OH XOUYET TOJHKO CeKC ¢ HMM(peTkamu (TIEpBOHAYAIBHO C
mo0oit HUM(DETKOH, HO TMO3XKe CTall 3alMKISHHBIM Ha JlomuTe), HA camMoM
Jiesie, OH TOJIBKO XOTEI YTOJIUTH CBOIO KaXAY (PU3NUECKOTO YIOBOIBCTBUS.
On mumer «I am not concerned with the so-called “sex” at all.»
(Lolita:134) u mo3»e MUIIET O CBOUX MPOTHBHBIX JKEITAHUIXK:
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«My only grudge against nature was that I could not turn my
Lolita inside out and apply voracious lips to her young matrix,
her unknown heart, her nacreous liver... On especially tropical
afternoons, in the sticky closeness of siesta, I liked the cool feel
of armchair leather against my massive nakedness as I held her in
my lap.» (Lolita:165)

[IpecTynmHUKN HE TOHUMAIOT TOCIEICTBHS CBOMX IOCTYIOK, M JaXK€ €CIU
OHH TPU3HAIOT 3TH MOCIEICTBHUS, OHU CTApalOTCs ONMpaBIbIBaTh WX. Yacto
OHH MMEIOT JOMHHHPYIONIYIO JTUYHOCTh, ¥ YTOOBI JOCTUTHYTH 3TOH IEIH
OHH OTYAsTHHO CTPEMSTCS K TOMY LIEJIM HE CMOTpPS HE Ha YT0.JTO MOXO0XKE
Ha moctynku ['ymOepra, KOTOPBIN kecToka oOpamaercs k Jlomute, u He
JlyMaJl O BPEIHBIX MOCIEICTBHUIX CBOMX YXKACHBIX IMOCTYIIOK Ha MOJIOJOW
Jlonure. JlerctBo JIONHMTHI OMYCTOIIEHO CMEPTHIO OTIA, 3aTEM CMEPTHIO
MaTepu; B cBoeM TOJPOCTKOBOM BO3pacTe CTaHOBHTCS JKEPTBOI
nepodumaeckoro Manbsaka ['ymbepra, 3atem Kyninetu nypHO oOpamiaercs
Kk Hed, KymnpTm XOTenm YTO OHa ydYacTBOBala B TIOPHOTpapUIECKHUX
¢unpmax. [Toxke ona BhITIIIA 3aMyXk 3a MoJonoro Jluka Illwinepa. 3arem,
OHa cTana OepeMeHHOH, U yMepJyia BO BpeMs pojaoB. Tak, ku3Hb JIONUTHI-
Tpareaus, a IPOYNTAB HAMEKH O TPareJnH >KW3HU JIOMUTHI, YATATENAM HE
CTaHOBUTHCSA 001pHO.OO0IIEe U3BECTHO, HACHIIBHUKHU CTAPAIOTCs MPUBJICYD
BHUMAaHHE OKPYXAIIIUX CBOEMY IICHXOJIOTMYECKOMY 3a0oJieBaHHE U
TakuM 00pa3oM BBI3BIBAIOT COYYBCTBHE (mo3Tomy ['ymOepT pa3 3a pasom
YIOMHHAI O CBOMX BH3HTaX B CaHATOPHUAX, M KaK OHH OBbLIU
0eCIONC3HBIMHU, U CIUHCTBEHHBIM MECTOM, T'JI¢ OH MOT HAWTH yTeIICHUC
O0but0 B upecnax Jlomwtel). UwrtaTemu 3a0BIBAIOT O TParcIudl KU3HU
JlonuTel, MOTOMY YTO OH TOJBKO TOBOPHUT O CBOUX CTPAJAHHSX, YUTOOBI MY
COYYBCTBOBAJIM YNTATENH, a He JlommTe.

HacunbHUKM UMEIOT TakHe 4YepThl, KaK TeHJACHIHS K JOMHHHUPOBAHUIO U
npeojosiieHuss  mpensTcTBui. OHM  HaMMeHee  YyBCTBUTEIBbHBI K
MEXJIMYHOCTHBIM KOHTaKTaM. VHTe/IeKTyalbHOe YIpaBlieHNue TOBEICHUS
MOXO0K Ha )KECTOKUX MPECTYMHUKOB. OHM XapaKTEePU3YIOTCSl YMBIIIJICHHON
JIEMOHCTPAIIMA MYXCKOTO TIOBEJCHHUS, HMIYJIbCHBHOCTh, PUTHUIHOCT,
COLIMANEHOE OTYYXKACHUE, W HapylieHHe. TOJIBKO HACHIBHHKH HMEIOT
MOJIPA3JICIICHUS, TaK Ha3bIBACMBIH «OTBEPracMbIii». ITO IOIH, KOTOPHIC
OTBEPralOT M NPE3MPAIOT JKCHIIHMHBI, TaK KAaK OHH HE B COCTOSIHUU
BEITIOJTHATh CBOM CEKCYaJbHBIC HYXKIBI B COIMAIEHO PUEMIIEMOM 00pase.
OHM HE MOTrYT BBIIOJHITH CEKCYaJbHBIC HYXKIbBl H3-32 CIa00yMus,
NeOMIIBHOCTH WK JIF000W Mpyrod (usmdeckor cnabocTH, B MO3TOMY OHH
npuleraroT K HacHiIuo. ['yMOepT YeloBeK ¢ ICUXUUECKHM PACCTPOHCTBOM,
KOTOPBIH HE B COCTOSIHUH ITPEOJI0JIETh CBOIO MOTEPSHHYIO JIFOO0Bb JETCTBA.
OH XoTen, 4YToOBl TEPEeXUTh CBOIO JIO00BH ¢ AHHAOenn (IEBYIIKY,
KOTOPYIO OH JIFOOWJ B JETCTBE), ¢ J0OOW HUM(pETKOH (¢ JAeBOYKaMHU
Bo3pacte oT 9 mo 14 ner). [losTomy, maske Korma OH CTajl B3POCIBIM, MYy
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HPaBWJINCh JEBYIIKM MOXOXe Ha AHHAa0enw, a He JEBYIIKH CBOETO
BO3pacTa. DTO pa3odapoBaHUe, HE B COCTOSHUH 3aBEPIINTH CBOIO JTIOOOBB C
Annabenu (oHa ymepiia BO BpeMs SITUIEMHUH) IPEBPATIIIOCH B TPOTECKHOM
OJIEP’KUMOCTH  MONOABIX JAeBymiek. OH HEHaBHIEN JKEHIIMH, Kak
OONBIIMHCTBO HACHIBHUKOB, OH HE CUHTAl HX KPAacUBBIMH WU
NIpUBJIEKATEIbHBIMU. EMy HpaBHIIMCH JKEHIMHBI, KOTOPBIE BBITISACIN KaK
MoJonoii HuMdeTkod, Hampumep Banepus, Ha KOTOpoH OH >KEHWJICS
IIPOCTO MOTOMY, YTO OHA IIOX0’Ka Ha MOJIOJION JIEBYILIKE, U 33 TOT0, YTOOBI
BBINOJIHUII CBOE CEKCYalbHOE PaccTpOICTBO.

MoXHO yTBepkIaTh, 4To ['ymMOepT He CeKCyallbHbI HAaCWIBHHK JETeH,
OTOMY 4TO KpoMme JIonuThI, HET cuera KEeCTOKOro OOpalleHHus JI000To
Ipyroro pebeHka B pomaHe. TepMHH memo(uims 4acTo HCIOIb3yeTCs
B3aMMO3aMCHAEMO C CEKCyaJ bHBIM IIPaBOHApYyLUICHHEM B OTHOIICHUU
JieTell, XOTS HCCICIOBAaHUS SCHO MOKAa3bIBAIOT, YTO OHM HE MOTYT OBITH
UCTIONb30BaHbl KaK CHHOHMMBI. J[eno B TOM, YTO HE BCE NPECTYIHHKH,
KOTOpBIE HACWIYIOT JAETeH, HUMEIT NeAoduius, TaKk k€ HE BCe
ne10(hMINYeCcKUe UL 0053aTENBHO COBEPIIAIOT CEKCYyaTbHOE HACHINE HaJ
netbmu. Ho o maHHBIM KIIMHUKK Maiio, IpHOIN3NTENbHO AEBSHOCTA MATh
NIPOLICHTOB CIIy4aeB CEKCyaJbHOTO HACHWJIMs HaJX IEeThbMH Bo3pacTta 12 u
MOJIO)KE€ COBEpPUIAIOTCS IPECTYIUICHUS, OTBEYAIOLIME AMAarHOCTHYECKUM
KputepusiM Juist nepodummu. 'ymOepT MOXKHO cKaszaTh Tak e OAWH M3
atuX 95% ciryyaes. Jlanblie OyneM 000CHOBATH BBIICYIOMSIHYTBIH ITyHKT,
CCBUIASICh Ha HECKOJIBKO CTaTel, KOTOpble ObUIM HalMCaHbl BpayaMu MU
ucciaenoBaTesIMH 10 Oone3HM  NeJoQMINM, W COOTBETCTBEHHO
aHanM3upyeMm ciaydait I'ymGepra.

Hoxtop ¢unocopun yuensrit luddep oO0bAcHMI, UTO- CyIIECTBEHHBIC
JI0Ka3aTeIbCTBA, KOTOPbIE YKAa3bIBAIOT CTPYKTYPHBIC aHOMAJIMH B MO3re
neno(UIOB TPOUCXOJAT, KOTAA MO3T pa3BHBACTCS M MOXKET HadaTh C
OIPEJICIICHHBIX TIEPSIKUBAHUI, TAKUX KaK CEKCyalbHOC HACWIIHE B JICTCTBE.
B ToM wuymcine mpoOmeMBI € CaMOKOHTPOJIEM, AKCTPEMAabHBIMU
MOOYKICHUSMH, W KOTHUTHUBHBIMH HCKQ)KCHUSMH, MHOTHE 3KCIIEPTHI
TaKXKe CYUTAIOT, YTO HAPYIICHUS CEKCYaTbHBIX MPEANOYTCHUN BHIXOJUT U3
JIETCKOTO OIBITAa BO BPEMsl KPUTHUYCCKUX TICPUOJIOB Pa3BUTHS YelioBeka. Bo
MHOTHX CIIy4asiX, CCEKCyaJbHbIC HACWIBHUKK JETeH CTpamarT OT
MYYHTENBHBIX MEPSIKUBAHUI B CBOEM AETCTBE. XOTs, HET CBHICTEIIBCTBA,
9TOOBI OACPKUBATH, UYTO ¢ [ yMOepTOM TOKe OBIBANM CITy4aW HACHIIUS B
€ro JIETCTBE, HO KOHEYHO B €ro JETCTBE YTO-TO He3aOblBaeMOe IS HEro
Mpon30mnuI0. JT0 OBUTO €ro He3aBeplIieHHOH o0Bum AnHabenn. Kak u
OOJIBIIMHCTBO ~ MCCJIEJOBATENeH YTBEPXKIAIOT, 4YTO CJIy4ad [eTCTBa
SIBJSIFOTCSL OCHOBHBIMH ITPUYHMHAMHU HEJOGUINH, TAK MOXKHO CUHUTATh, YTO
T'ymOept Toxe cTan meAopUIoOM 13-3a OJHOTO Cllydas B IETCTBE, KOTAa OH
notepsu1 AHHAOETIb.
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[lemodpumer oOpeMeHEHB TOBTOPSIOMIMXCA MBICICH W TOOYKICHHH.
CrnenoBaTteabHO, OHH CTPEMATCS BBITIONHATH OSTH JKEIAHUS Uepes
CONMANIGHO HETNpHeMIIeMOoe, a TOpoH, Jake HEe3aKOHHOE ITOBENICHIE.
BonpmmuHCTBO Meq0(hHI0B BEIPaXaroT CTHI M TyBCTBO BHHEI, M3-32 CBOETO
aMOpPAJIFHOTO MOBEACHHSA, IOTOMY YTO MX HEBPOJIOTHYECKUE TUCOYHKINU
CBSI3aHBI CTPOTO C MOOYKICHUSIMH, a HE dMouusaMu. ['ymOepT Takke umen
MOOY)KICHUSAMH W3HACHIOBATh JIONHUTY KOHCYHO B HE3aKOHHOM U
conuanbHo HenpuemieMoM obpasze «I long for some terrific disaster.
Earthquake. Spectacular explosion. Her mother is messily but instantly and
permanently eliminated, along with everybody else for miles around. Lolita
whimpers in my arms. A free man, I enjoy her among the ruins.»
(Lolita:53), oH 4acTo 4yBCTBYET CeOsl YIPBI3CHHSI COBECTH €TO MOCTYITKOB,
TOCJIe TOTO KaK OH COBEpIIMI WX, «...the reformatory threat is the one I
recall with the deepest moan of shame.» (Lolita:149), «...I knew how you
felt. And it was hell to know it, my little one.» (Lolita:285), mBoitHHK
co3nad s ['ymOepra HasBan "Keuntn" ¢oHeTndecku (Ha aHTITHMHCKHOM
SI3BIKE) HATIOMUHAIONINE «BHUHOBEH», PE30OHUpYeT, 4To [ymOept ObLI
BHHOBEH, I TOro, yTo caenain ¢ Jlonuroil. Korna on yBuzaen, uro apyrou
YeNOBEK, KaK caM, JKeCTOKO oOpariaeThcs K Jlomute, OH HE MOT MPHHSATH,
9TO KTO TO JAPYrod MOT NPUYUHHTH TONOBOW ymepo Jlomure kpome
Hero.Ji1st Hero 3T0 OBUIO OTKPOBEHHEM COOCTBEHHBIX HENPaBHIbHBIX
moctynkoB. OTHAKO 3TO HE TOJBKO M3-332 YYBCTBA BHHEI, YTO OH YOHMBaeT
KBunTH, 3T0 Takxke ero 3aliKJICHHOCTh Ha JlomuTe.

BONBIIMHCTBO JIIOACH OTPHIAIOT, YTO MNeIO(GHIHS CYIIECTBYET B WX
coobmectBe WM B uX nome. OgHAKO, MEemOPIIIBI CTAparoTCs, YTOOBI
MPOJOJDKATh CBOK KOMIIYJIbCHBHOE MoBemeHHe. OHH MOTyT OBITh
IOOPOBOJIBIIAMU B IICPKOBHBIX MOJIOACIKHBIX TPYIIAaxX, WIA TPEHEPAMHU
MOJIOIC)KHOW CHOPTUBHBIX KOMaHJ, & TaKKe HaXOJST JIPyrue crocoObl,
YTOOBI CBSI3aThCSA C MOTCHIIMATHHBEIMY JKEpTBaMU. MHOTO pa3, OHU CTaBAT
ce0s Ha MecTax, IJie OHH MOTYT JIETKO BCTPETHTHCS ¢ AeThbMU. Tak, uienaer
I'ym0Oeptr. OH HaXOAMT MeCTa, TJIe OH MOT ObI MOJNYYHTH YAOBOJBCTBUE,
MIPOCTO CMOTPS Ha MOJIOJIBIX JCBOYCK, HAIIPUMED, BIIAPKAX MITHOKOJIOIIKON:

«Another reason attracting me to that particular school may seem
funny to some readers, but it was very important to me, for that is
the way I am made.

..I immediately foresaw the pleasure I would have in
distinguishing... the statistically inevitable percentage of
nymphets among the other girl-children playing around Dolly
during recess.» (Lolita:178-179).

I'ymM0epT To’ke TOTOB MONTH TOCTETICHH coBepiieHus yomiicta Illapiorry,
9TOOBI OH MOXeT *XWTh c JlonmuToil 0e3 BMeIaTeNbCTBA C CTOPOHEI €e
marepu. IllapioTTa ymMepna B aBTOMOOWJILHOW aBapWu, M K CYACThIO, OH
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O0bur  m3baBieH oOT oToro mpectymieHus yowmiictBa (Lolita:86-87).
CrenoBaTesbHO, PACCMOTPEHHBIE TOYKU MOATBEPXKIAIOT TOT (DAKT, UYTO
I'ymOepT menodun, HO HE CEeKCyaJbHbIH MPECTYMHUK B OTHOLICHHH K
JIETSIM, HO €ro 3allMKJICHHOCTh Ha OJHOW KOHKPETHOM JEBYIIKE, KOTOPYIO
OH HACWIyeT, CTaBUT ero B paspsn mneno(uioB, KOTOPbIE TaKXe
CEKCYyaJbHBIC IPECTYIMHUKU B OTHOIIICHUH JICTSIM.

[Mosromy, xotss ['yMOepT MCUXOJIOTUYECKH OOJCH (ITOITOMY CEKCYalbHO
HEY/IOBJICTBOPEH),ETO MOJ0XKEHHE HE MOXXEM paccMOTpeTh B CBETE
COUYYBCTBHUS, TIOTOMY 4YTO, €CJIM MBI COYYBCTBYEM €My, TOrJa HE Oymem
crpaBeNIUBBIM K JlONWTe WM KaKMM-THOO KCHIIMHAM, C KOTOPBIMH OH
OBLT CBsI3aH KaKMM-TO 00pa3oM.OH oOH[eN BCeX JKEHIUH B pOMaHe, TH00
CeKCyaJbHBIM HACWIMEM WJIM CIIOBECHBIM, a MHOTAAa M obomM. Bamepus
TEepPHeTh HE MOTJa IICHXOTHYECKOTO ['ymOepTa, KOTOpHIM HAa WX OpadyHOM
HOYH, MTOTIPOCHII €€ HaJeTh HOYHYIO PyOaIIKy MOJIOJON AEBYIIKH IS TOTO,
9TOOBI YyBCTBOBATH, YTO OH OBUI C MOJIONOW HUM(pETKH (B OCHOBHOM,
9TOOBI OOJIETYUTH CBOIO IICHXOJOTHYECKylo ¢pyctpanuto). I... had her
wear, before I touched her, a girl’s plain night shirt that I had managed to
filch from the linen closet of an orphanage. (Lolita:26). Takue cTpaHHbIe
moctynku ['ymOepra BomHOBanmm Banepuro, mo3TOMy Hadvaiga JHOOUTH
JIpyroro (HOPMAJBHOTO) 4YeNOBeKa, M TaK OHU PACXOAWINCh. B cBoeMm
3amucke rpy6o HapucoBan lllapmorty (Math JlomuThr), Tak Kak oHa ObLIa
npemnsTcTBueM s ['ymbepra. OHa, MO HEMY, IPEHSITCTBYET MUCIOJHCHUIO
€ro IuiaHa pa3BpaTHeIX jaedcTBuM. OH Tak OOMIEN ee, YTO KOrja OHa
MpoYMTalia €ro 3aluCK{, HE CMOIVIa TepIeTh €ro TIpyOwle CJOBa,
obOpamerHple K Hel B 3ammckax. OHa TOXe y3Hajla O HACTOAIIEM IUTaHE
I'ymGepra- Hacunme Hanx Jlommroit. Y3HaB o ero peanwu, [llapmorra
BBIOETAeT M3 JIOMAa M YMHUpPAET B pe3yJbTaTe aBTOMOOWJIBHON aBapuu. A
Jlonmuty OH cOBceM pa3pymmi; OHa, Ha CaMOM Jiele B IIa4eBHOM
COCTOSIHUH, TTOCKOJIBKY €i He M3BECTHO, KAKUM ITyTEM OHA MOXKET BBITH U3
9TON YAYIIAIOIICH CBS3U C €€ OTYMMOM. [ 'yMOEpT HIaHTaXHPYET ee, YTO
€CJIM OHA OTKa3bIBacTCS KHUTh C HHUM, I €CJIM OHA PACKPhIBACT HX
OTHOILICHHS, TO €CTh XaIyeTCs Ha CEKCyallbHOE JOMOTaTelbCTBO, TO €l
MPUICTCS KUTh 0€3 CBOCH «MOIHOW OJEKABD», T.e. XKHUTh 0€3 BCIKHX
yH0OCTB, B TPSI3HOM OOIICIKUTHH, MPEIOCTABICHHOM TOCYAapCTBOM ISt
nereit-cupot (cm. Lolita:151). 3naunt, B kaxaom acriekre ['ymOepTy Haj0
YYUTBIBaTh PECTYIIHWKOM, M YHTAaTeNM HE OJDKHBI BBECTH cebs B
3a0iy’KJeHre W3BICKAHHBIM ITOBECTBOBAHHWEM €r0 IPECTYIUICHHUSA, U €ro
CJIOBaMH, TIOTPY>KEHHBIMH B TOPE yTPAYCHHO JIFOOBH.

Bech pomaH moBecTBOBaH ¢ TOYKH 3peHHs ['ymOepra, TO ecTh Kak OH
copepaeT youiictBo KymnbsTh, 3aTeM momajgaer Ha Cyx 3a 3TO YOHHCTBO, U
BCE BpEMs CTapaeTcsl ONpaBaaTh CBOMX HpectymieHuil. HabokoB nanm Ham
IMPEeKpacHylo MUILYy JUIi pa3MbIIUIEHUS B cBoeM pomaHe Jlonuma. OH
Hamycal poMaH C TOYKU 3pEHMs NPECTyNHHMKA, HO OCTAaBUI IIMPOKUI
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CHEKTpP BOIPOCOB JIJIsl YUTATENeH, 4TOOBI Pa3MBIILIATH HaJl HUM. Bompochl,
TaKUe KaK, HACHIIHS HaJl IETbMH, BPEHbIC MOCIEACTBHS NATPUAPXHHU, OTHO
W3 HUX IOJABJICHUE JKCHIIWH, €llI¢ JaBJICHUE Ha JKCHIIWH, 4TOOBI BCerjaa
BBIISIIETh  KPacCMBO, M TaK JK€ OTPHULATEIbHbIE  IOCIEICTBUS
notpedutenscTBa. Cam ['yMOepT epTBa maTpruapXxaibHBIX CTEPEOTHIIOB U
caM co3Jiall JIaBJieHHe Ha ce0si, YTOOBl HAWTH WICAIbHYIO M OE3yNpeyHyIo
uuMperky. besycnoBno, Banepuss u Illapmorra ObuUlM  KpacHBBIMH
XKEHIIMHaMU, HO ['yMOepT HapucoBaJl HEMPUITISIHYIO KapTHHY 000X 3THX
xeniuH.ITocioBam ['ymbGepra crapsie U TOJICTBIE )KEHIIUHBI HEKPacHBEIE,
«...instead of a pale little gutter girl, Humbert Humbert had on his hands a
large, puffy, short-legged, big-breasted and practically brainless babay»
(Lolita:26), a IllapnoTTa OblIa «TIOCPENCTBEHHOW, Ul HETO «...she was a
mediocre mermaid...» (Lolita:86).

D10 OBUTO cTpaTerHel MaTpuapxoB, YTOOBI KEHIIWHBI CTaId 3aHSATHIMHU
yKpamaTh ce0s, TaK YTO OHM MEIUICHHO OTBJIEKAIOT OT POJIH CHIIBI U TaK,
YTO MY>KYMHBI MOIJIH OBl MMETh BCIO MCKIIOYHTENBHYIO BIACTh, TOJBKO B
CBOMX pYKax.JTO Cepbe3HbIH BOIPOC, KOTOPHIH HYXKHO OOCYIUTH H
OCTOPOXKHO permath. [louyeMy KEHIIUHBI JOJKHBI TIOKPACHTh CBOM TYOHI,
IEeKH M BOJOCH W.T.A.? IloueMy OHHM JOJDKHBI YKPacHTh ceOsl BCSIKMMH
akceccyapamu? OTO INPOCTO JIM JJIi TOrO, YTOOBI OHHM IIOHPABHJIHMCH
MyX4YUHaM? DTO JIM €JUHCTBEHHas paboTa (XOpOIIO BHITJISIETh HABCET/A)
ocramack must okeHmmH? Kak B ¢panmysckom sxypuane Tiqqun B
«Preliminary Materials for a Theory of the Young-Girl» cnpaseaniBo
LIUTHPOBaHA peKIama JIyxa:

The deeply rooted instinct among women that urges them to use
perfumes is the manifestation of a biological law. The primary
duty of a woman is to be attractive ... It hardly matters how
intelligent or independent you are; if you can’t influence the men
that you meet, consciously or not, you won’t meet your
fundamental obligation as a woman... (1920’s perfume ad from
the US). (Preliminary Materials for a Theory of the Young-
Girl:19)

Tak e TOHBIIE JIydile, a ToJIme Oe300pa3Hee; KOHEYHO, CyMaTroxa
co3/laHa maTpuapxaMu JJisl HKEHIIUH, YTOObI BBIMJISJACTh MOJIOXKE, HOTOMY
YTO TOJIKO MOJIOJIBIE CUHTAIOTCS KPACHUBBIMH. DTOT (DaKT MOJHOCTHIO
OTBJIEKAET UXOT CEPbE3HBIX MPOOIIEM.

«Capitalism has truly created wealth, because it has found wealth
where it could not be seen. Thus it has for example created
beauty, health, or youth as riches, that is as qualities that possess
you.» (Preliminary Materials for a Theory of the Young-Girl: 21)

B BrImie manHOW paboTe, KPUTHUKOBAIN MCKYCCTBEHHBIH 00pa3 COIMAIbHO
MIPUEMIIEMO MOJIONON JEBYIIKH, CO3JaHHOW KamuTajiucTaMu Ha (oHe
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MYXCKOTO0  JOMHHHpYIomiero obmecrBa. Kanuramusm — ykperiser
MaTpuapxmio, TaK Kak MOTPeOUTEIbCTBO OOCIY)KHBAaeT B OCHOBHOM
KEHIIMHAM U MOJIOJeKH, U «Momnozpie JIeBYIIKN» SIBISIETCS COYETAHHEM
o0oux; clenoBaTeIbHO, CAMBIMH BaXKHBIMH HOTpeOuTensMu. B pomawne,
['ymOepT ompeensieT KpacoTy Kak MoJionasi JeByIlKa B Bo3pacTe oT 9 1o
14 et (Lolita:16), u korma on rosopwi: «But nymphets do not have acne
although they gorge themselves on rich food.» (Lolita:41), o umen B BUAY,
YTO KPacHWBbIE JIEBYIIKHM HE MMEIOT MPBINIEH, TO €CTh AaBJIECHHE HaJ HUM
ObITh Oe3ynpeynbiMU. U Obuto sierko I'ymOeprTy, 4TOOBI NMOXHMTHTH €€ U
3aCTaBUTH €€ JKUTb 110 €ro yCJIOBHAM, oToMy uTo JlosmTa ObliIa MoJIoqoi
aMEPUKAHCKOW JIEBYIIKOW, KOTOPOU PEKJIaMbl OBLIM MOCBSIICHBI, TaK KaK
oHa OblIa OHOW M3 JKEPTB MOTpPeOUTENbCTBA. ['yMOEPT MaeT HaM KapTHHY
JlonuTel, Ha KOTOPYIO CHIJIBHO BWIISIIOT CllydailHble OOBSBICHHUS U
PEKJIaMHbIE LIHUTHI:

«She believed with a kind of celestial trust, any advertisement or
advice that appeared in Movie Love or Screen Land »

«If a roadside sign said: Visit Our Gift Shop- we had to visit it...»
(Lolita:148)

[TosTomy, uToOBI yOemmthes, uro Jlomura ocraercss ¢ HHM, W HE
PacKphIBaeT O 3JIOHAMEPCHHOW CBSI3M MEXIy HHMH, OH KYITHI "KpacUBBIC
Bemn" (Lolita:107) anst Jlonutsl, u crapaeTcs 00pasoBath ee, U OTBIEKATh
€e OT BOIPOCOB €€ CBOOO B! (CBOOO 2 OT Hacwius). JloimTe U3BECTHO, YTO
Bce, uTo jaenaeT ['ymOepT ¢ Hel, ObI0O HE3aKOHHBIM, HO i HeKyJda MATH
(Tak Kak cTayja CHpOTOH), YeM OCTaThCs ¢ ee oOmmumkoM. BHauaine ee
MIPEBJICKAECT «KPAaCHBBIE BEIIM», KyIUIeHHBIE ['ymMOepTOM, HO MOCTENCHHO
MTOHMMAET, YTO JI0 CHX IOp OHA JKWJIa B TIOPME MaHbsKa, TaK)Ke OHa HaIllIa
crnocod wu3bexxarb W3 ero TiOpbMbL.OHAa TMOHsIAa, 4YTO OHAa ObLIa
npuctpactueM ['ymOepra, 1 mosToMy, OH OyAeT JenaTh BCE YTO HY’KHO,
4TOOBI OHA OCTAJIACh C HHUM.

Tenepr ona manTaxupyer ['ymOepra, IUIs IeHET, MOTOMY 4YTO OHA
CEKpEeTHO IUIaHWpoBana u3beraTh w3 jgoma ['ymbOepra. JlomuTy BBEen B
3a0bmyxnaenue ['ymOepr. IlpuHMMas BO BHHUMaHHE BCIO HCTOPHIO,
pacckazaHHyo ['ymOepToM, MOXET MoOKa3zaThCs uYuTarenro, yto Jlonmra
cTajla CeKCyalbHO AaKTHBHOH B MOJIOAOM BO3pacte, M TaKk OHa
HacIaxjanack To, yto craenan ['ymOept ¢ Hedl. B camom mene, xorja oHa
MMOHNMAeT, 9To n30aBuUThCA OT ['ymOepTa el Hy)XHBI A€HBIH, OHAa Hayaya
OpaTb JEHBIM 3a YIOBOJBCTBUSAMH, KOTOpBIE OHAa IPEIOCTaBIIA
I'ymbGepry, 310 pucyet 3nmoxaelickyto kaptuny Jlomutel. Ho, koHeuHO, OHa
SIBIISICTCS.  HEBC)KECTBCHHOM MOJIONOW JeByliku (B BO3pacre, Korjaa
MOAPOCTKH IyMAroT, YTO OHU 3HAIOT BCE, HO B OCHOBHOM MaJjio IOHUMAIOT),
KOTOPYIO €€ OOMIUMK Jepikajl MOJaNbIIe OT PEallbHOCTH U ee mpaB. Kak u
OOJIBIIIMHCTBO TMOJPOCTKOB, OHA TaKXe JIOOOMBITHA, W XOTETh 3HATH
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Pa3IMYHBIEC BEI O KU3HU, OIWH U3 HUX CEKCYaIIbHOCTB, M 3TO HE JOJKHO
OBITh TMPUYMHON TOTO, YTO JEepKUM JIONUTYy OTBETCTBEHHOH 3a TO, UTO
I'ymbept cmeman ¢ Helf, Tak KaKk HUKTO HE MMEET MIPaBO HACHIIOBATH KOTO-
6o, B mo0ok cutyanuu. Kak, u GOJBITMHCTBO MOJIOABIX JIEBYIIEK, €€
MIPUBJIEKACT BCE JOCTYITHBIC HAa PBIHKE, TIpeAIaraeMbple Yepe3 peKIaMbl, KaK
CKa3aHO, YTO MOJIOJAsl JICBYIIKA SIBJISETCS IUICHHHKOM B €€ COOCTBEHHOM
tesie (Preliminary Materials for a Theory of the Young-Girl:15).

Mornoziast  1eBOYKa- BaJOBOW TPOAYKT M SIBISETCS  0OpPa3lOBBIM
IpakAaHMHOTO TIOTPEOUTENBECKOTO 00IIeCTRa.

XoTsl, UCTOPHS HE C TOYKH 3peHHs JIOTUTHI 1 MHOTO HE MOXEM FOBOPUTH O
BIUSIHAM TIOTpeOsieHus Ha JIomuTy, HO HECKOJNbKO HamMekoB mo HabokoBy
JIOCTATOYHO, YTOOBI 33 JyMaThCsI O TOM, KaK 3TO MOBIHSJIO HA MOJIOJCKb, U
0COOGHHO HaMOJOIABIX JAeByIIeK. I[loTpeOuTeNnscTBO, OOpeMEeHEeHHOE
narpuapxueil M KamuTaliu3MoM, ObUIO OMacHbIM st Amepuku (korna
pOMaH OBIJT HAIMCaH), ¥ BOOOIIE /ISl CETOJHATIIHETO MUPA.

MOoJKHO YTBEpIUTH, UTO Ciydai ['ymOepTa siBeHb, Kak y mpectymHuka. Ero
NICHXOJIOTHS KaK y OOMIYHMKA: OHH ONPABHAIOT CBOM IOCTYIIKH; IIBITAIOTCS
3aBOEBaTh COYYBCTBHE, KOTJa WX MCTHHHAs JIMYHOCTh OTKPHIBAETCS; OHU
MOTYT MOWTH JIIOOBIM MYThEM , YTOOBI 3aBEPLIMTh HACHJIME; YaCTO OHU HE
MOHUMAIOT TIOCJIEJICTBHSI CBOUX ITOCTYIIKOB, HO JIaXK€ €CJIM OHH ITOHUMAIOT,
TO WMEIOT HariocTh o0oWTH wux. ['ymOepr oOnamaer MOJOOHBIM
MOBE/ICHHEM, TIO3TOMY HEO00XO0/MMO, YTOOBI YNTATENIN HEe ObLIIM BBEJICHHI B
320y JIeHne BenuKoenus ciaoB ['ymbepra.

Ha ocHoBe (QeMHHUCTCKOH WICONIOTHH, KOTOpas BBICTYIAaeT TPOTHB
MaTpHApXWH W YTHETEHWS >KCHIIMH, MOXeM cKa3arb, 4ro ['ymOepr -
SI3BUTEIIFHOE TIpe/icTaBieHue MauncTta. OH HEHaBHIWT JKEHIIWH, ITOTOMY
9TO OHHM - «CTapbhie» M «ToyicThie» (mo ['ymOepTy, cTrapblii W TOJCTHIN
03HAYaeT HEKPACHBO), H X TPYAHO MOJABHUTH IO CPAaBHEHHIO C MOJIOIBIMHU
neBymkamu. OH He TIOHMMAaeT, YTo, Korjga OH AymMaer o JloiuTe, TOJIBKO
KaK 00BEKT, KOTOPBIM OH 00JIaJ]acT, OH CaM SIBJISETCS KEPTBOU HUICOIOTUN
COLMAEHOM MPOOJIeMBI, HA3bIBAEMOI TATPUAPXUEH (TaK YaCTO CIIy4aeTcs C
MY>KYHHAMH, KUBYIIHX B TATPUAPXATHHOM OOIICCTBE).

SIcHO, OT CyMaTOXH, CO3/IaHHOW B COOTBETCTBUHU C KOHIICIIIIHCH KPACOTHI,
YTO 3TO MPOCTO CHOCOO YTOOBI KEHIIUHBI YKIOHUINUCH OT MPHOOPETECHUSI
BIIACTH B JIIOOOH cdepe ku3HU. [1oTpeOUTEeNHCTBO, TO3BOJISIET OTBIEKAThH
JKEHIIUH OT POJIK BJIACTH B MATPUAPXAILHOM OOIIECTBE.

HabokoB B cBoem pomane JlonnTa HE TOJIBKO paccKa3blBal (PUKTHBHYIO
HCTOPHIO, HO W M3IEBAJICSA Haa OOIMIECTBOM, KOTOpPOE MPHUHIMAET MOPOKH,
Takye KaK MaTpHapXalbHOCTh, MeAOGIIIHS I (HaTbIINBONH MOPaIHHOCTH.
[ToTpeONTENHCTBO- KANMUTANMCTHICCKIUA WHCTPYMEHT, T€ JKEHIIUHBI U
JIETH SIBIITIOTCSL CAMBIMH JISTKMMHU KepTBaMu. Takum o0pa3oMm, Mojoaas

74



Assonance, No.17, January 2017

JieBylka, kak Jlojgurta, HECOMHEHHO, SIBJSETCS HauOOJee MOIAXOSIIINM
OTpeOuTENEM. CrnenoBarensHO, MOTPEOUTENHLCTBA CTaHOBUTCS
MEXaHHU3MOM, JUIsl Jitofel kak ['ymOepT uToObI 3amyTaTh JKEHIIUH HIIH
JIEBYILIEK, BBECTH MX B 3a0JIOICHUN U 370yNOTPEOIISTh HX.
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Summary: Futuring the Past: The Dialectics of Origins in
Russell Hoban's Riddley Walker is an excerpt from the doctoral
thesis “The Connection Man: A Study of Russell Hoban's
Fiction” submitted to the University of Calicut under the
supervision of Dr. P. Geetha, Professor (Retd) of English, School
of Letters, Mahatma Gandhi University, Kottayam. It analyzes the
nature and function of myth and its relation to quests in a
futuristic post nuclear- holocaust world. Through the central
character and his quests, Hoban, it is argued in this essay using
the ‘lefiovers’ of a language in such a world enquires into the
origin and mechanics of language, power and technology and
limits of language in retrieving the civilization which in effect
becomes a narration of the recovery of language through which
institutions of regulation and construction of identity are
mediated and perpetrated.

Keywords: myth, origins, quest, post- nuclear holocaust world.

“This is what literature is meant to be” (76), wrote Anthony Burgess
when Russell Hoban’s Riddley Walker was published in 1980. The New
York Times Book Review gave it a front page review in which Benjamin
De Mott wrote “Set in a remote future and composed in an English
nobody ever spoke or wrote, this short swiftly paced tale juxtaposes fable
and Beckettian wit Boschian monstrosities and a hero with Huck Finn’s
charm, lighting by El Greco and jokes by Punch and Judy”.

Riddley Walker is set twenty three centuries after a nuclear holocaust has
destroyed civilization. Everything has been ruined including language.
The novel describes the beginning of a new civilization constructed with
the fragments of the old, centred around the protagonist’s search for the
secret of gunpowder. Riddley Walker’s quest for the secret of a lost
science also becomes a quest for language, myth, meaning and
coherence.

Like all of Russell Hoban’s novels, Riddley Walker has a quest theme at
least on two levels. Set against the background of a world devastated by
the nuclear holocaust, it is the story of how the protagonist searches for
the lost technology of “Time back way back”, specially, the secret of
atomic fission and ends with the discovery of gunpowder — setting in
motion another cycle of progress and doubtless nuclear destruction. In
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the process he has to redefine his own life and values so that the quest for
a lost scientific know-how also becomes a quest for meaning and
coherence.

Hoban paints a bleak and stark picture of a world that has not only been
physically devastated by the atomic explosion or the “1 big 17, but also
culturally and linguistically. With the destruction of books and printing
even language has been almost destroyed. What remains twenty three
centuries after the nuclear holocaust in the year 2347 O.C (our count) is a
crude, primitive form of English, partly phonetic, using a vocabulary that
is a mixture of British slang and degenerate forms of scientific terms
from an era dominated by nuclear fission and the computer. So when
Riddley is very worried during a journey to Fork Stoan he says, “I have
to say it overloadit my serkits (circuits) just that little bit” (93) and when
he decides to keep off the main tracks on the journey he says. “I pirntowt
(printout) we bes not go the straites way” (85). The Eusa folk are the
descendants of the Puter Leat (computer elite) and when they gather
together they do some poasyum (symposium). They talk vantsit theary
(advanced theory) about the many cools (molecules) of Addom (atom)
and party cools (particles) of stoan. Narrating the story of the ‘Bloak as
Got on Top of Aunty’, Riddley tells of the man who wanted to die: “He
were so much out of luck his number all gone random and his program
come unstruck” (87). Or again while talking with Lissener, Riddley “tryd
to plot the parbeltys of it and program what to do nex” (95).

But it is a language that Hoban endows with considerable complexity.
Their myths of the “I big I’ or the atomic explosion refer to “the little
Shynin Man the Addom”, combining the long lost technology of the
splitting of the atom with the Biblical story of Adam and the fall of Man.
Again Riddley’s companion and guide during the journey towards
knowledge is the Ardship of Cambry, a descendant of the Puter Leat of
Canterbury which was where the explosion took place. His name brings
to mind both images of Lordship and the Archbishop and it also suggests
what a hardship it is to be the mutant descendant of the once elite.
Hoban’s feat in sustaining this kind of a language and vocabulary
throughout the novel is of course a major intellectual achievement as
most readers have noted.

Riddley Walker is just one of the kindly obedient people living in Fentses
(Fences) scattered around what is obviously Kent, controlled by the
Mincery or Government with its Pry Mincer. Abel Goodparley and Wes
Mincer, Ernie Orfing. He is hardly the kind of person who would
question either the Mincery or the myths with which they control the
people. The central myth of this primitive, almost nomadic, foraging
people is the Eusa myth which is a conflation of the legend of St. Eustace
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and the story of the atomic explosion. Significantly the text of this myth
is written down in 33 paragraphs “in the old spel” (28) echoing both the
gospels as well as the age of Christ at his crucifixion. The official form of
the myth is known completely only to Eusa showmen — wandering
puppeteers who stage Eusa shows around the country — and “connexion
men” of whom Brooder Walker. Riddley’s father is one — those who
make ‘connexions” after the show and come up with important truths.

In its official version the Eusa story tells of the “time back way back” (a
kind of Garden of Eden) when man was technologically very advanced
and they had “boats in the ayr [aircraft] and picters on the win
[Television]” (28) Mr. Clevver was the “Big Man in inland” (England)
when enemies declare war on them. “Eusa wuz a noing man vere quick
he cud tern his han tu enne thing” (28), and so Mr.Clevver tells Eusa that
ordinary “masheans of warr” would not be enough this time, they would
need the “1 big 17 (28). For that he would have to “Fyn the little Shynin
Man the Addom [the atom] he rauns in the wud” and for that he must
‘Fyn the wud in the hart uv the stoan and thay partickler traks” (29). The
reference is very obviously to the dance of the subatomic particles and
the tracks made by such particles. Making himself smaller and smaller
and taking two dogs Folleree and Folleroo he goes into the “partickler
traks” and comes to “the wud in the hart of the stoan”. Following a track
of light he comes to the “hart of the wud” which was the “stag uv the
wud” (29). In between the horns of the stag with arms outstretched is the
little shynin Man the Addom. Eusa asks him the “no. of the 1 big 1” and
when he says that he “doan hay no word tut el it” (30), Eusa gets hold of
him and starts pulling him apart. The Addom dies, split into two and out
of the two pieces come shining waves in spreading circles, lighting up
the dark wood. “Eusa seen thay Master Chayngis uv the 1 Big 1. Qwik
then the riten down thay nos uv them” (30). The dogs now start talking
like men and warn him of what will happen to the land but Eusa kills
them. Stumbling out of the “wud” Eusa makes a Power Ring (particle
accelerator) and running the “nos” through it he makes “the 1 big 1”.
Eusa built atom bombs and Mr. Clevver drops so many that they win the
war. “They wun the war but the lan wuz poyzen frum it the ayr and water
as wel” (30). The destruction of course is awesome.

Eusa with his wife and two little sons go looking for another place to
live. He goes to the captain of a ship, to take them away but the captain
and his “hevve men” take away Eusa’s wife and throw Eusa and his sons
off. One day the little Shyning man comes in two pieces with the two
dogs and each piece goes away with one of Eusa’s children, one towards
the river and the other, away. Eusa tries to swim after the one in the river
but he suddenly goes weak and has to come back. As he is lying by the
river the shyning man appears to him and tells him that now that he has
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let the nos. of the Master Chayngis out he would have to go through all
the Master Chayngis.

Later the origin of the myth is revealed when Goodparley gives Riddley
the only printed document that had survived the nuclear holocaust, a
pamphlet that gives a pedestrian description of Dr E.W. Tristram’s
reconstruction of the fifteenth century wall painting “The Legend of
Saint Eustace” (that actually hangs in Canterbury Cathedral and which,
Russell Hoban says in the introduction to the novel, was the inspiration
for the book). This tells the story of how while hunting one day, St.
Eustace sees a stag with a crucifix between its horns and how his family
is converted. His wife is taken away by pirates in a ship. Reaching a
swollen river and attempting to cross it with his children he finds a wolf
running off with one son and a lion with another. Fifteen years later, he
has recovered his wife and sons but on refusing to make sacrifices to the
gods they are roasted to death in a brazen bull on the orders of Emperor
Hadrian. All four are received into heaven by the spirit of God in the
form of a dove.

It is easy to understand how this pamphlet and memories of an explosion
which changed their world completely and threw them out from a
glorious garden of Eden to their present condition after the Fall together
gave rise to the only written tract of this primitive society. Considered to
be of Biblical importance, this tract has given rise to its own priesthood
headed by Goodparley and its rituals, the Eusa shows.

Apart from this central myth, there are two other myths which are also of
importance to Riddley’s society; one from before the “l big 1” and one
after. The one before the 1 big 1 or “Why the Dog wont show its Eyes”,
an allegory of mystical knowledge and greed leading to the Fall is told by
Lorna Elswint the “tel women” to Riddley. “Time back way back” man
lived in harmony with nature symbolized by the dog that came to them
and with whom they looked into the night. “The man and the woman
seen the nite in the dog’s eyes and that’s when they got the 1* knowing of
it. They knowit the nite the same as the dog knowit” (17). If 1* knowing
is so good, how wonderful would 2™ knowing and 3™ knowing be, he
wonders and in a story reminiscent of the Biblical one of the Tree of
Knowledge he catches a goat and looks into its “clever eye” (18). From a
primitive, nomadic life, foraging for food they turn, agricultural. They
fence up cattle and gather wheat and barley. “They los out memberment
uv the shapes of nite and worrit for their parpety they might get snuck
and raidit. They made the dog keap look out for their parpety” (18). They
built the Power Ring and put in the 1 big 1 and accelerated it. In the
explosion that followed night turned to day and when order returned
everything had changed: “Day beartht crookit out of crookit nite and
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sickness in them boath” (19).

The third myth, the “Hart of the Wud” narrates the origin of charcoal.
After Bad Time (the holocaust) a man, woman and child are foraging for
food in the forest. Starving and freezing cold, they are at the end of their
strength when a “clever looking bloak™ (3) comes through the wood and
offers them the secret of making fire in exchange for something to eat,
glancing meaningfully at their child. In a rite that recalls the Christian
rite, they kill the child, drink its blood and eat its flesh, the “clever
bloak’s share being the heart of the child. Before he goes away he
predicts the return of cleverness (technological knowhow) and the
burning of charcoal and that “when they bern the chard coal ther stack
will be the shape of the hart of the child” (4). After the man has gone the
man and the woman build a bigger and bigger fire trying to prevent the
black night from moving in on them. But they fall asleep by the fire and
are burnt to death. “They ben the old is or you myt say the auld is and
become chard Coal. That’s why theywl tel you the aulder tree is bes for
charring coal” (4). It is a story that recalls both the myth of Prometheus
and the legend of Doctor Faustus. It is these three myths that form the
religious, intellectual and even the political background of Riddley’s
society.

At the simplest level — the level of the story — Riddley Walker is an
adventure story in which the protagonist sets out on a quest and after a
series of incidents attains what he has been searching for. But it is also a
quest which echoes the mythical quest of Jason for the Golden Fleece,
Aeneas’ quest for the knowledge of the destiny of Rome and the
Buddha’s quest for the meaning of life.

In The Hero with a Thousand Faces, Joseph Campbell traces the pattern
of the quest of the archetypal hero. “A separation from the world, a
penetration to some source of power, and a life-enhancing return” (35).
The separation begins with a call to adventure that the hero hears and
responds to.

A blunder — apparently the merest chance — reveals an
unsuspected world and the individual is drawn into a relationship
with forces that are not rightly understood... But whether small
or great, and no matter what the stage or grade of life, the call
rings up the curtain always on a mystery of transfiguration — a
rite, or moment of spiritual passage, which when complete
amounts to a dying or a birth. The familiar life horizon has been
outgrown: the old concepts, ideals and emotional patterns no
longer fit; the time for the passing of a threshold is at hand. (51)

In Riddley Walker, the call to adventure is a series of accidents beginning
with that traditional rite of passage, his “naming day when I come 12” (1)
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and he becomes a man, symbolized by the wild boar that he kills. His
departure from the world of his Fents society is foreshadowed in a
change of attitude: “The woal thing felt jus that little bit stupid” (1).
His reaction to the tribal rite of passage indicates that from being an
unquestioning member of the fents society he is going to change and
looks forward to his questioning of the Eusa myth later.

When the hero responds to the call and accepts his destiny he is aided by
the supernatural. That mysterious forces are urging Riddley on is clear to
him from the three remarkable incidents three days later — the
‘accidental’ death of his father while digging at widders Dump leading to
his becoming the “connexion man” of the fents people, the birth of a
dead baby, an indication of what would happen if they tried to dig up or
bring back “old time, bad time, black time” (23) and the fact that the old
leader of the Bernt Arse pack (particularly savage wild dogs that are a
constant threat to the badly protected people) offered himself to Riddley
in a kind of sacrifice indicating that Riddley is the chosen one. This is
again bolstered by the fact that the new black leader of the Bernt Arse
pack keeps looking into Riddley’s eyes with its yellow eyes in a special
kind of way. “I dint think my dad gone in to no black dog but it did seem
to me that dog musve come special from somewhere or ben sent to tel me
something somehow” (63). It also relates Riddley to the myth of the dog
that wont show its eyes and suggests that since the black dog had looked
into Riddley’s eyes in the same way that the mythical dog had looked at
the man and woman. Riddley has access to 1% knowing or mystic
knowledge. “The man and the woman seen the nite in the dogs’ eyes and
that’s what they got the 1% knowing it” (17). The next day it is the dog
that leads him away from the fents. The fact that the leader of a pack of
savage, man eating dogs could become his guide in the quest reveals that
this supernatural aid has all the ambiguous qualities that Campbell
suggests as characteristic of the archetypal guides:

Protective and dangerous, motherly and fatherly at the same time,
this supernatural principle of guardianship and direction unites in
itself all the ambiguities of the unconscious — thus signifying the
support of our conscious personality by that other, larger system,
but also the inscrutability of the guide that we are following to the
peril of all our rational ends. (73)

Personifications of the hero’s destiny guide and aid him, and he goes
forward in his adventure until he “comes to the threshold guardian’ at the
entrance to the zone of magnified power” (77). Belnot Phist is the
guardian at Widders Dump, symbol of the tyranny of the Ram. When
Phist tries to bully Riddley into giving him the Punch figure Riddley has
discovered in the muck, Riddley attacks him and leaving him for dead
goes off and in literally jumping the fence crosses the First Threshold.
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Beyond is danger, the world of the unknown, controlled by agents of the
Ram, a world of which he knows nothing — but with a senseless courage
and confidence in the dog-guide he embarks on the journey. As Campbell
says, “The adventure is always and everywhere a passage beyond the veil
of the known into the unknown, the powers that watch at the boundary
are dangerous; to deal with them is risky; yet for anyone with
competence and courage the danger fades” (82).

The passage of the threshold is accompanied or followed by a
metamorphosis — a change in which the hero dies to the old world and is
reborn to a new world or new knowledge. This is usually undergone in an
interior — a temple interior, the belly of the whale, below the confines of
the world and so on. Riddley is led to the underground cell (the kingdom
of the dark) in which Lissener is imprisoned and his meeting with
Lissener — one of the mutilated, mutant descendants of the Eusa people
imprisoned to protect their hereditary knowledge — opens his eyes to a
whole new world. Lissener will become the first of the three guides who
lead him on all of them again answering to Campbell’s description of the
ambiguous nature of guides on such a quest.

In the second part of the archetypal quest, the hero having crossed the
threshold has to follow a path of trials leading up to the attainment of the
boon. The great adventures of myth and literature — tests and trials,
ordeals and tribulations — belong to this area. In Riddley this begins with
a truer understanding of the nature of the Mincery at the Ram and of the
way in which the Eusa myth has been used by them. Lissener’s story
gives a new twist to the official version of the Eusa story. Instead of
being the villain who was the cause of the ‘1 Big 1’ he becomes the
prophet who was not listened to. And Riddley begins to understand that
there might be many versions of the myth, each power group (the
imprisoned Eusa people also representing a political power group) using
the one most advantageous to their purposes.

The appearance of Lissener also signifies a transfer of Riddley’s
“Spriritual centre of gravity from within the pale of society to a zone
unknown” (Campbell 58). In traditional myth this is usually a distant
land, or a forest or a kingdom underground, beneath the waves or above
the sky and so on. In Riddley Walker it is both the past and the future. It
is a past vaguely remembered through tales passed down from one
generation to the next and through various nonsense rhymes for
children’s games the meanings of which are never clear. It is a past of
computers and atomic power stations and boats in the air and pictures in
the wind, a past exemplified by Riddley’s comment when he sees the
“broakin machines” at Fork stoan (Folkestone). “O, what we ben! And
what we come to” (96). And it is a future that seeks to recreate that
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broken word, both in the merely technological sense of the “1 Big 1” and
the “1 little” and also in the case of “trying to reconstruct the world and
its history into a unity” (Dipple 173).

And for this the only instruments are the myths that keep changing and
the rhymes in which the original concepts are completely muddled.
Riddley’s quest, a quest for meaning is one of trying to understand and
interpret unstable texts. “I wish everything wud mean jus only I thing and
keap on meaning it not changing all the time” (140). But he will have to
recreate the world into a unity with what he has at his disposal including
the children’s rhyme “Fools Circel 9 wys”. “What ben makes tracks for
what will be words in the air printow footsteps on the groun for us to put
our feet to. May be another 100 years and kids wil sing a rime of Riddley
Walker and Abel Goodparley with the circle game”, (116) Goodparley
tells him.

It is by using the list of place names in ‘Fools circle 9 wys’ that Riddley
and Lissener reach The Warnings and obtain the ‘Salt 4’ (sulphur) from
the wrecked boat. Lissener immediately understands that the little stones
in the bag that they get from the dead sailor contains power. Later when
Riddley and Goodparley go the Granser, it will be using the knowledge
that has been passed down generations of chardcoal berners’ and another
rhyme that the three ingredients charcoal. Saul and Peter (saltpeter) and
Salt 4 will be mixed and gunpowder obtained.

This discovery of gunpowder is the attainment of the boon and as the
hero all that remains for Riddley is to come back to his people with this
knowledge. But by this time the focus of Riddley’s quest has shifted from
a search for the secret formula of the “1 big 1” to a quest for the ultimate
meaning of the world around him — a quest for coherence and ultimately
a quest for unity.

Throughout Riddley’s long journey after he leaves How Fents he
undergoes a long process of education under the three people who act as
his guides — Lissener, Goodparley and Granser, It is Lissener who
awakens him to a new world, glimpses of which he snatches from
Lissener’s talk of ‘vantsit theary’ (advanced theory), and Axel rating the
Inner G. (energy), puter leat programming the great dance of everything
and tuning in without inner fearents (interference). It is also Lissener who
consciously teaches him so that he will be able to go on even when he is
alone.

“Im trying to bring on that seed of the red in you. Im trying to
strong it on. Im trying to rise your hump Do you lissen me? Im
trying to get you to be your can black dog and you oan ardship”.

“Isaid, ‘why’?”
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“He said, because you wont all ways have me will you? (95)

When Riddley has to separate from Lissener and return to Widders
Dump, Goodparley becomes his next guide and from Goodparley he
hears yet another version of the Eusa story, this one in which Eusa’s own
people, angry at the destruction he has wrought “beat him to death with
col iron because it ben col iron he done Inland (England) to death with”
(117). The Mincery at the Ram puts out Eusa shows because the
dismembered head of Eusa tells them to “make a show of me for
memberment and for the answers to your askings” (117). For Riddley the
latest version of Eusa and the story of St.Eustace, the pamphlet of which
is given to him by Goodparley shows the difficulty of finding a meaning
or coherence in an increasingly complex world. It is hard to make sense
of ambiguous and often contradictory facts — the cause of the “1 big 1”
might have been Eusa who is identified with St.Eustace or it might have
been the villainous Mr. Clevver who is identified with the medieval
devil. “Whatever youre after youwl never fynd the beginning of it that’s
why youwl always be too late. Onlyes things youwl ever fynd is the end
of things” (147), Granser, the last of his guides tells him and it is Granser
who, using traditional thymes and the knowledge that “chardcoal burners
and dyers” knew achieves the “1 little” and thus sets Riddley and
mankind on the path that will in all probability end in another “1 big 17,
thus repeating the cycle.

But for Riddley himself the end of the quest is not the discovery of
gunpowder. For by the time he discovers the secret of gunpowder and the
power that accrues from it he has discovered that power means nothing.
The goal of the myths of the hero and his quest says Campbell, “..... is to
dispel the need for such life ignorance by effecting a reconciliation of the
individual consciousness with the universal will. And this is effected
through a realization of the true relationship of the passing phenomena of
time to the imperishable life that lives and dies in all” (238). And this
realization, which is the attainment of the boon, comes to Riddley in the
magnificent scene in the crypt of Cambry (Canterbury) Cathedral.

Like the descent of the hero into the underworld Riddley is led
underground to the ruins of the cathedral by the black dog and there amid
the gothic arches that resemble huge trees carved in stone, the formulaic
idea that is at the heart of every myth and rhyme of the people — the
wood in the heart of the stone is made concrete for him. There he makes
an important connexion — “I cud feal something growing in me, it were
like a grean sea surging in me it wer saying LOSE IT. Saying LET GO.
Saying THE ONLYES POWER IS NO POWER” (162). Later he
understands that, that was not quite it. Walking towards Cambry after the
experimental explosion that kills Goodparley and Granser, he
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understands that

“It aint that its no power. It’s the not sturgling for power that’s
where the power is. Its in jusletting yourself be where it is. Its
tuning into the worl its leaving yourself behynt and letting
yourself be where it says in Eusa 5”. In tu the hart uv the stoan
hart uv the dans. Evere thing blipping & bleaping & moving in
the shifting uv thay nos. sum tym byting sum tym bit.” (191)

This stage in the hero’s spiritual growth is what Campbell describes
when he says:

The agony of breaking through personal limitations is the agony
of spiritual growth. Art, literature, myth and cult, philosophy and
ascetic disciplines are instruments to help the individual past his
limiting horizons into spheres of ever expanding realization. As
he crosses threshold after threshold, conquering dragon after
dragon, the stature of the divinity that he summons to his highest
wish increases until it subsumes the cosmos. Finally the mind
breaks the bounding sphere of the cosmos to a realization
transcending all experiences of form — all symbolizations, all
divinities; a realization of the incluctable void. (190)

The reconciliation of the individual consciousness with the universal will
is a major theme of Riddley Walker as it is of Hoban’s novels in general.
When Riddley succeeds his father as ‘connexion man’ he decides to
make his method of making ‘connexions’ very rational and scientific:

I had in mynd to take it slow and make it solid. But I thot to a
nother like ring poals in poal hoals and holders to ring poals and
rafters to holders and the reveal on top or it all like thatch. So you
could always go back from the reveal and get a good look at how
the woal thin ben bilt and that wer goin to be the Riddley Walker
style. (57)

Yet when he does his first ‘connexion’ after the special Eusa show put on
by Goodparley and Orfing, it comes out in a trance “EUSA’S HEAD IS
DREAMING US” (58) something that mystifies everyone including
Riddley. Elizabeth Dipple points out that this suggests a solipsistic world
as the subjective dream of each perceiving self, being reminiscent of
Lewis Carroll’s Alice who is told by Tweedledum that the sleeping king
is dreaming her and that if he were to awake she would cease to exist
(177). However as the story proceeds and Riddley hears newer versions
of the Eusa story and the nature of Eusa himself changes, the meaning
becomes clear. “You know what the idear of Eusa is. Hes the I what goes
thru chayngis” (139) Goodparley tells him pointing to the fact that Eusa
is a basic principle of the universe, the principle of change. Later this
universal is identified with the individual when Goodparley says,
“Coarse, I have to be Eusa, you do as wel and every I else weve all got to
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be Eusa and get him thru chayngis. Don’t you see its on all of us to be
everything. There aint nothing only us to be Punch and Eusa both” (140).

When this idea of Eusa as the universal principle of change (or universal
spirit or God, call it what you will) becomes clear, Riddley’s first
‘connexion’ becomes antisolipsistic in the extreme, the whole world
being just the different expressions of the unity at the centre. At the June
1984 Seminar of the Israel Association of American Studies in a lecture
entitled “I that was a child my tongue’s use sleeping ...” Hoban observed:

The overall number of minds is just one” said Schrodinger,

There’s no way of proving this; one can only test it against one’s

own experience. Does consciousness feel like that, as if there’s

only one mind? To me it does. I feel inhabited by a consciousness

that looks out through the eyeholes in my face and this

consciousness doesn’t seem to have originated with me. I feel like

a receiver made for a transmission that was going on long before

I arrived. (166)
It is of this spirit that Lorna Elswint the local tel woman tells Riddley
when she talks of something in humans which has no name. “Its some
kind of thing it aint its but yet its in us. Its looking out thru our
eyehoals...we dint begin when it begun we dint begin where it begun. It
ben here before us nor I don’t know what we are to it” (6). It is this that
sets Riddley thinking and the writing of the book itself is on Riddley’s
part a result of rumination on this. “Thats why I finely came to writing all
this down. Thinking on what the idear of us myt be thinking on that
whats in us lorn and loan and oansome” (7).

It is to this spirit that Riddley has access when the black leader of the
Bernt Arse Pack befriends him, though again it is Lorna Elswint who
recognizes it immediately “whatd I say did you keep it in memberment?
1* knowing in that dog I said dint I. Here it come agen dinnit. 1%
knowing in the new dog the black leader” (66). The reference to 1*
knowing immediately evokes the dog myth and a Garden-of-Eden time
when man lived in harmony with nature and had access to a mystic
knowledge.

Riddley realizes this when he looks at the black dog after receiving
Lissener. “Looking at that black leaders eyes they myndit me of gulls
eyes. Eyes so fearce they cudnt even be sorry for the nominal they were
in” (79). It is Lissener who as his first guide teaches him how to make
himself accessible to the universe, how to tune himself to it by telling
him the story of “The Other Voyce Owl of the World’. When Lissener
tells him about the gathering dream that the Puter Leat have, it refers to a
unity of the world that is extreme even by Riddley’s present knowledge
for it is an idea not merely of a universal consciousness permeating and
directing everything but of a unity in the universe where one cannot
distinguish where one ends and the other begins “Its (the gathering
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dream) where theres all the many nor there aint no end to you there aint
no place where you begin nor leave off.... No mor edge where you leave
off and the nex begins jus all of as far as you can see with all the eyes of
us it don’t matter whose eyes youre looking out of you don’t need none
of your oan” (90-91). This unity at the heart of things is central to Ridley
Walker as it is to Hoban. In a keynote address to the sixth Annual
Literary Conference of the Manitoba Writers Guild in 1987 entitled “The
Bear in Max Ernst’s Bedroom’ he talked of this again:

To me it feels as if all of us inhabit and are inhabited by one

universal mind, we are all receptors of a universal transmission.

Some of us tune into more of it, some less, but it wants to be

received, it wants to be perceived and we are its organs of

perception. Surely we haven’t yet received the whole

transmission, surely we haven’t tuned into all the frequencies.

(197)
To tune into the right frequency is to make the right ‘connexion’ and it is
Riddley’s job to make ‘connexions’ whether it is unraveling the myths of
the Fents communities or in trying to discover the unity at the heart of
everything doomed though many of his efforts are to failure.

The theme of Riddley Walker is thus the theme of Mankind’s evolution
itself and thus one of the grandest themes in literature. It is a quest for
civilization itself, a construction of mankind’s future that can be effected
only by going back to the past and retrieving it with the inadequate tools
at our disposal. In the novel Hoban combines the essence of all our myths
of origins- the origin of language, the origin of mythmaking, the origin of
institutions of power, the origin of technology- to create the ultimate
quest story that has infused all great literature down the ages.
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Abstract: This paper explores the representation of water as a
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Thomas King belongs to the Cherokee tribe that originally
belonged to the present day” U.S., but is now part of Canada. His
‘Green Grass, Running Water’ is a novel that seeks to comically
subvert all forms of the imposed Eurocentric values and norms.
The novel is steeped in water symbolism. Water becomes a
powerful means to look inward into Native conception of
cosmology. It also becomes a potent force to interrogate the
pernicious effects of colonialism and racism. This paper explores
the use of water as a powerful metaphor both to convey a distinct
Native sensibility and to contest Eurocentric epistemology. The
novel offers an ‘alternarrative’ to the hegemonic, monolithic
assumptions of Western thought that that assumes an air of
authority and an aura of universality, thereby failing to
acknowledge difference. The paper explores how water becomes
a tool to demolish the existing structures and to create new
structures through the very act of storytelling. It also explores the
potentialities of water in going beyond the text and acquiring
mythic dimensions
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This paper explores the representation of water as a powerful symbol in
Thomas King’s ‘Green Grass, Running Water.” Thomas King belongs to
the Cherokee tribe that originally belonged to the present day” U.S., but
is now part of Canada. Throughout the period of colonization, conquest
and settlement, the aboriginal communities of North America had to go
through excruciatingly humiliating incidents of violence, torture,
segregation and separation. Writing, for them, becomes not just a means
of self expression, but a means of collective expression. The use of
exclusive Native myths and symbols enables them to survive in a hostile
world and to resist the onslaught of Western indoctrination. Thomas
King’s ‘Green Grass, Running Water’ is one such novel that seeks to
comically subvert all forms of the imposed Eurocentric values and
norms. The novel is steeped in water symbolism. Water becomes a
powerful means to look inward into Native conception of cosmology. It
also becomes a potent force to interrogate the pernicious effects of
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colonialism and racism. This paper explores the use of water as a
powerful metaphor to convey a distinct Native sensibility and to contest
Eurocentric epistemology

The imposition of European systems of thought proved disastrous to
Native communities, be it the proselytizing ventures of Christian
missionaries, the commercial and industrial values of White settlers or
the exclusive binarized White way of perceiving the world. Natives lived
a life in close harmony with nature, which was antithetical to the
European mania for conquering and commodifying natural resources.
Native religions, cults and myths were demeaned and degraded by the
invading Christian values. Hence in order to make themselves heard,
Natives had to begin with deschooling whatever they had learnt as a
result of European indoctrination. The novel offers an ‘alternarrative’ to
the hegemonic, monolithic assumptions of Western thought that fail to
acknowledge difference. In ‘Green Grass, Running Water’, King uses
water as a poignant tool to demolish the existing structures and to create
new structures through the very act of storytelling. Water has been
integral to Native way of perceiving the world. There is a pervasive
manner in the use of water in the novel. The relevance of water is
underscored when coyote, the trickster tells the narrator “All this water
imagery must mean something.” (Green Grass, 352)

The proclamation in the novel that “there are no truths, only stories” is a
potent reminder of the impossibility or absurdity of narrowing down the
universe into a singular, ‘authentic’ reading and the dangers inherent in
accepting one story as the truth. (Green Grass, 391) In the novel, the
characters are incessantly attempting to tell stories to ‘fix the world’,
since stories make up the world. The haphazard world can be set right
only through telling stories. Certain stories have become so influential
and dogmatic that they masquerade as the ‘truth’, pushing other stories as
fictional and worthless. Hence the imminent task is to dethrone those
stories and consider alternative ways of perceiving the world in keeping
with Native traditions. It also enabled to forge an identity for themselves,
at the personal and the collective level, through story telling just when
colonial attempts were in full swing to stamp out the vestiges of an
aboriginal culture, the perishing of which was an inevitability in the
human race towards culture and civilization.

The first story that has to be set right is stories on the origin of the
universe. According to Native conception, the universe took its origin in
and through water. Hence the invoking of the origin of the universe from
water is deliberate to understand the world from a Native perspective and
to debunk the Christian theory of the origin of the universe from void.
The novel has a very unconventional and abrupt beginning “So, in the
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beginning, there was nothing. Just the water” (Green Grass, 1) This is
quickly contested by the dream that manages to get out of coyote’s head,
calls itself dog and then is mistaken for God. This self-styled creator is
baffled at the sight of water all around as he is adamant in establishing
that the world was created from void, mirroring the White arrogance in
appropriating ‘reality’. In an authoritative manner, the conventional story
is rendered thus by the Lone Ranger “In the beginning, God created the
heaven and the earth. And the earth was without form, and void; and
darkness was upon the face of the deep” (Green Grass, 14) and it is
challenged by Ishmael who exhorts him to get the story right.

So pervasive is the wrong story that it can be contested only by a
continual process of telling right stories. Stories had to be told and retold
until it is got right and this is precisely what the novel aims at. One of the
narrators cautions that though mistakes cannot be avoided, it is “best not
to make them with stories” because stories construct reality. The
narrators remind themselves that stories cannot be told by a single
person. Different ways of beginning the story are considered.
Conventional beginnings like “once upon a time ... a long time ago in a
faraway land ... and so on are summarily discarded and innovative
beginnings are tried like “many moons comechucka
hahahahahahahaha” and many Native words are invoked (Green Grass,
13)

Stories of the origin of the universe from water are juxtaposed with the
Biblical account of creation to disprove the claim of the latter as the
Truth. When God expresses his wonder at “Where did all the water come
from?” Coyote replies that he knew God’s preference for dry land.
(Green Grass, 38) In a similar vein when it is said that “there are two
worlds, you know. One world is a Sky World. One world is a Water
World”, God retorts that everybody knows there is only one world. The
novel is constantly trying to dismantle this notion of the singularity of
perceptions. The novel is divided into four parts. Each part is a creation
story narrated by four Native elders who impersonate White characters
namely Hawkeye, the Lone Ranger, Ishmael and Robinson Crusoe — all
characters of imperial master-narratives. Each section delineates a
creation story featuring female aboriginal mythical figures namely First
Woman, Changing Woman, Thought Woman and Old Woman. Within the
novel, these creation figures from diverse aboriginal myths confront
White mythical and literary characters, who mingle with present day
Natives, creating a complex, magical-realist world where real human
beings and mythical beings cohabit, and the past and the present intersect
meaningfully. Bringing to the fore creation figures from diverse
aboriginal myths, the novelist tries to establish a pan-Indian perspective
that is deftly contrasted with Biblical creation stories. Ishmael proclaims
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“In the beginning, there was nothing. Just the water.” (Green Grass, 104)
All the Native creation figures try to establish the same idea that the
universe originated from water.

Stories connecting the earth and the sky are narrated in multiple ways to
drive home the interconnectedness of both the worlds, as against the
Christian notion of a single, male God perched on his throne high up
above in the heavens and the world of human beings beneath. According
to one version, First Woman falls from the Sky World to the Water World.
First Woman and grandmother turtle work to create land. A handful of
mud is obtained by diving deep and this grows and spreads to form the
land. Another story tells of Changing Woman from the Sky World who
sees her reflection in the water world, flies down and lands on Old
Coyote. In another story, Old Woman digs and digs falls through a hole
into the sky into the water. Babo Jones, the Black woman, who is also a
marginalized figure, tells of a woman who falls from sky. She sits on the
back of a giant turtle and gets one of the ducks to dive for mud, which
leads to the creation of the land. All these counter-narratives that point to
the pervasiveness of water in the creation myths of the aboriginals enable
to contest the hegemonic creation myth of the Bible. Biblical doctrine
becomes the butt of Native jokes because the indoctrination into
Christianity was assumed to be the only remaining option for the Natives
to survive.

The novel also throws into question many European narratives on water
that were celebrated as canonical. The claims of these narratives to be
normative are comically subverted by counterpoising them with
narratives that subvert these normative perceptions. In a postcolonial
vein, they enable us to reread canonical texts and rethink the values that
these fictions bring into being. These subversions take place in the
backdrop of water. When Thought Woman meets Robinson Crusoe, again
in the ocean, she is baffled by his acts of making lists. The episode
satirizes the commercial interests inherent in White manner of perceiving
the world. The world is appreciated for not what it is, but for its potential
for being used and exploited. In another comic episode, Thought Woman
meets A. A. Gabriel, the Heavenly Host in the ocean. Despite her strong
claims that she is Thought Woman, A.A. Gabriel insists that she is Virgin
Mary and gets her to sign a virgin verification form. The event offers a
sharp critique of the White arrogance in perceiving the world in strict
accordance with their stories, the tendency to suppress difference and
appropriate otherness, the insensitivity to alternative notions of identity
and the patriarchal insistence on virginity. In another story, Changing
Woman, who falls from the sky into a canoe full of animals that is
reminiscent of Noah’s ark, comically lands on poop. Noah, a little man
with a filthy beard, is highly contemptuous of speaking to animals, which
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Changing Woman finds quite ridiculous. The incident takes a dig at the
conceptualization of a world in which man is a ‘higher’ order animal and
hence looks at other creatures with scorn and disdain. Then we have the
monomaniacal Ahab in his hunt for the white whale. Instead of the white,
male whale, there is a black, female whale called Moby Jane, who
subverts the canonical story by punching a hole in the bottom of the ship
and sinking it. Besides, Changing Woman enjoys a homo-erotic ride on
Moby Jane’s back, thereby opening the possibility of the coming together
of the Blacks and Natives to contest the hegemonic discourse. It also
opens avenues for female pairings in a world that declared such pairings
as deviant or ‘queer’. When Changing Woman questions the monstrosity
in killing a whale, she is laughing at the White way of conquering nature.
Another story is about Old Woman who digs and digs, falls through that
hole in the sky into the water, keeps floating till she meets Young Man
Walking on Water, a comic representation of Jesus Christ. Audaciously,
he tries to teach her ‘rules’. When the waves swell, he orders them to be
still, and she sings a song. The waves subside and he assumes that he has
done it, while there is an insinuation of a friendly conversation between
Old Woman and the waves that causes the waves to subside. The story
throws into question the two diametrically opposed ways of looking at
nature, one based on using power and conquering, the other on harmony
and coexistence. Old Woman then floats to meet Nathaniel Bumpo who
tries to appropriate her as Chingachgook in the typical manner in which
the Whites appropriate the world around according to their preconceived
notions. It is pertinent to note that all these encounters take place in
water. By juxtaposing Native characters with White ones, King tries to
open the possibilities of perceiving the world from a Native angle.

From the beginning of the novel, there are numerous episodes in which
characters find themselves in water. This water then gradually keeps
spreading. When Norma and Lionel find the Indians, who had escaped
from the asylum to fix the world, hitchhiking, they notice one of them
standing ankle deep in a pool of water. The man who offers to give them
a ride is also found in a puddle of water. The Black janitor Babo Jones’
car is found in a puddle of water, its rear tire half-submerged. She
wonders “Where was the water coming from? (Green Grass, 26). The
Pinto was also found in a puddle of water. The puddle had spread, grown
wider and deeper, from a distance, making it look like a ship. Alberta
finds a small lake around her car. Charlie’s car was missing, but the
puddle remained there. Characters keep exclaiming “Where did the water
come from” (Green, Grass, 98) Lionel is seen pulling his foot out of the
puddle and shaking the water out of his shoe. As the water was rising, we
find Sifton wading through the “thigh-deep, gray-green water” (Green
Grass, 110) These occasional puddles make way for the final flood that
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destroys all the conventional structures and strictures and make room for
embracing newer notions.

On the eve of the final flood, Clifford Sifton scans the area through
binoculars and discerns three dots that begin to take shape as the three
missing cars, the Pinto, the Nissan and the Karmann- Ghia. The incident
pokes fun at the discovery of the Americas by Columbas. Nissan, Pinto
and Kharmann Ghia are modern day equivalents of Nina, Pinta and Santa
Maria — the three ships in which Columbus and his men made the
‘historic’ journey through water that devastated aboriginal communities.
America was looked upon an empty land sans history open to the Whites
to exercise their ‘White man’s burden. Dr. Hovaugh, a symbol of colonial
authority in the novel, speaks of the land as empty land to which his
great-grandfather, an evangelist was drawn from the Old World.

The novel raises many ecological and commercial questions through the
construction of the dam. When Clifford Sifton tries to prove that dams do
not have politics and that the dam is in the best interest of the people, Eli
retorts why dams are constructed only in places where the most
marginalized live. Sifton is deaf to these queries and keeps admiring the
beauty of the dams, assuming that they are inevitable, apolitical as well
as an integral part of the landscape. “That’s the beauty of dams. They
don’t have personalities, and they don’t have politics. They store water,
and they create electricity” (Green Grass, 111)

The dam offers commercial prospects for prospective buyers and sellers.
Duplessis International Associates prepares a topographical map of the
proposed site for the dam and provides it to potential purchasers even
before the dam had started functioning. Bursum buys lakefront property
at Parliament Lake, eyeing on the prospective hike in the prices of the
land. This is sharply contrasted to Eli’s attachment to his mother’s cabin
that happens to be in the midst of the dam site. It has to be demolished
for the sake of the dam. He knew the dam to be an inevitable reality and
that when the dam would begin functioning, his mother’s cabin would be
washed away, hence he sues a case. The possibility of the case being won
is remote. However, Native claims are protected, when in the climax, the
dam is itself destroyed in a coyote-precipitated earthquake. Everything is
devastated in the flood, including Eli’s cabin. Bill Bursum watched the
shoreline disappear. The waters swell, the cars were thrown into the dam
and the dam bursts. “Below, in the valley, the water rolled on as it had for
eternity” (Green Grass, 415) Nature has conspired to set things right. The
muddy river does a tiring job, yet finds consolation in the fact that she
will not have to do it every day. The waters go down, the dam has
developed a crack and water runs out. And things assume the air of
normalcy. After the destruction, it is time for reconstruction.
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The novel is steeped in water symbolism. On the Sun Dance day, a great
circle of tepees floated on the prairies, looking for all the world like
sailing ships adrift on the ocean (Green Grass, 363) Metaphors are galore
to establish the connectedness of the sky and the water. The sky in
Alberta reminded Charlie of an ocean “a deep, clear ocean into which
you can look and see the soul of the universe.” (Green Grass, 119) In one
instance, Thought Woman floats to the edge of the water and then moves
into the sky. Sifton, who frequently admires the beauty of the dam,
imagines that when the floodgates would be opened, the water would
pour down the channels, the generators would produce electricity and the
house will look like an ark. The title of the novel is also marked by water
symbolism. ‘Green Grass, Running Water’ is a proverbial Native phrase
that expresses optimism and positive thought. The phrase is employed in
a sarcastic manner to poke fun at the manner in which Natives were
duped. The treaties that were made between the Natives and the
government were rarely fulfilled. The assurance that promises were valid
“as long as the grass is green and the waters run” makes a mockery of
whole scheme of unkept promises. (Green Grass, 271) Eli determination
to stay in his cabin “as long as the grass is green and the waters run”
expresses his steadfast avowal to his mother’s cause. Bursum urges him
to move out because Eli’s cabin sticks like thorn in the flesh of the
proposed dam project.

The pervading presence of water in the novel is axiomatic of its potential
both to create and subvert. The final liberation is achieved in and through
water. All the colonial structures are dismantled by the swelling waters.
The destruction of the dam that is symbolic of the colonial enterprise is
achieved through the flood. All the icons of power, wealth and
technology are rendered powerless. Norma’s premonition that Eli’s
mother’s home suffers the risk of being torn down or flooded since it is
located in the middle of the proposed spillway for the Grand Baleen Dam
turns unfounded when the flood destroys the dam as such. The
destruction unleashed by the flood leaves room to begin creation anew
with the narrator affirming “In the beginning, there was just the water”
(Green Grass, 431) The novel ends in the same way it has begun. At the
outset, when it was proclaimed that the world began from water, it was
countered by the dog-dream that represented mainstream discourse. The
dwindling Native perceptions are introduced in tandem with the invading
White perceptions and by the end the former gets the better of the latter.
All the colonial structures are pulled down by the flood that renders the
icons of power, wealth and technology powerless and the space is free to
begin creation. Water wreaks destruction only to begin the process of
creation anew. The elemental forces are invoked to set right human
interventions in the natural world. Hence the final flood assumes mythic
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dimensions. The novel, besides using water as counter discourse, also
makes an emphatic call to fall back on the mythic, where dualities are
reconciled and where the universe is conceived as a unified one. By
constantly reminding the origin of life from water, the novel urges us to
think of the oneness of the otherwise binarized and hierarchized world of
gods and men, men and women, human and animal, human and nature.
Water acts as a binding force in connecting human beings to their origins.
The novel ends on an affirmative note opening up possibilities of
reconstruction.
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Abstract: Popular cultural forms play a significant role in
shaping the structural patterns and practices of society and
emerge as potential fields of enquiry that contribute towards an
understanding of the cultural conditions and meanings pertaining
to configurations based on gender, sexuality, class, community,
nationality and the like. The portrayal of gender in cultural texts
reflects the ingenious ways in which female subjectivities and
identities are constituted in relation to patriarchal discourses of
power. The present study attempts a comparative reading of two
popular films so as to bring to light the politics of power involved
in cultural representation, especially with regard to notions of
femininity and also to probe the concomitant realities governing
the societal existence of women. The conception of the two female
protagonists is analysed to determine the extent to which these
texts communicate the ideological underpinnings and perceptions
associated with the representation of gender. An attempt is thus
made to discern the elements of similarity and difference
embedded within the conceptual framework of the texts and also
to delineate the instances of agency and initiative envisioned for
the woman.

Keywords: femininity, identity, ideology, representation

Popular culture has over the years evolved as an important site of
signification that offers useful insights into the complex interplay of a
wide range of cultural meanings. The disintegration of the traditional
disciplinary divisions that dominated the academic field for nearly a
century has also highlighted the importance of popular cultural forms as
potential fields of critical inquiry. These cultural models have come to be
widely recognised as significant embodiments that incorporate formal
features and themes pertaining to a broad spectrum of the existing social
experience. The contemporary milieu has borne witness to a proliferation
of such popular cultural specimens and they offer useful insights for
assessing the cultural conditions and practices of a specific time and
place.

Indian cultural practices and values have been variously projected
through influential cultural media and they have also consequently
evolved as effective signifying systems. Indian popular culture, which
encompasses a variety of facets in relation to its rich diversity, has always
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been regarded as an important marker of India’s metamorphoses across
the ages and includes a huge array of practices, products, beliefs, customs
and forms of mass media. Close interrelationships exist among them that
point to the meanings and effects of relevant issues, particularly those of
gender, sexuality, religion, class, community, nationality and the like. As
products of the prevailing cultural ethos they function as ‘texts’ which
derive their meaning in relation to existing societal conventions and
systems of signification. They organise, in their content and form, certain
composite elements that represent the practices and procedures of the
given culture and thus connect to the larger structures of meaning at play
within the immediate social background.

The portrayal of gender in cultural texts has been governed by such an
underlying system of socio-cultural codes and forces. An analysis of
these signs can reveal the extent to which cultural phenomena determine
the construction of gender traits and supposedly fixed binary oppositions
around categories such as ‘male’ and ‘female’. Cultural artefacts may be
considered as constituting a ‘discourse’ of power that is strengthened
through an amalgamation of meanings, ideas and perceptions related to
the construct of gender.

Popular cinema with its immense reach and long-lasting appeal has
without doubt, played a prominent role in moulding and formulating the
sensibilities and attitudes of individuals. The cultural representation of
the ‘woman’ and concomitant notions of femininity accompanying it
deserve special significance in this regard. An analysis of the images of
women and their gendered connotations is expected to reflect the
ingenious ways in which female subjectivities are constituted in
connection with hegemonic patriarchal discourses of power.

The present paper attempts a comparative reading of two popular cultural
texts-specifically two popular films English Vinglish and How Old Are
You ? in two different languages, Hindi and Malayalam respectively. The
release of these two films was preceded by much media hype and also
managed to garner enough popular attention owing to the fact that they
marked the comeback of two highly talented and widely admired actors
in the Hindi and Malayalam film industries. Sreedevi and Manju Warrier
were returning to their acting career after a long gap of nearly fifteen
years and the notion of these films as being woman-centric or female-
oriented had much to do with the common expectation that the acting
prowess of these remarkable women could find full realisation only
through their enactment of strong and independent women characters on
screen.

It would therefore be interesting to read these two films with respect to
their conception of the two female protagonists. Accordingly an attempt
has been made to study their characters and the different dimensions of
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their existence as two ordinary women who salvage some sense of self-
respect and meaning in their lives. They belong to distinct cultural
backgrounds but seem to undergo almost similar experiences of
inhibition, docility, subservience and marginalisation before attempting
to create a space of their own in their own unique ways.

A comparative analysis of these two films as ‘texts’ with specific levels
of meaning is expected to throw some light on the politics of power
involved in cultural representations. The women protagonists Shashi and
Nirupama belong to middle class families and are situated within the
context of the ‘family’. They are represented as highly insecure, lacking
in confidence and self-esteem. They are destined to become the ‘Other’
in the family, constantly being regarded as irrational, passive, timid and
conventional in opposition to the rational, active, bold and modern world
around them. The French feminist Simon de Beauvoir’s The Second Sex
offered a critique of the cultural and social identification of the woman as
the negative ‘Other’ in opposition to the domineering male ‘Subject’. She
observed that man could only view things in terms of a binary that
relegated woman as the insignificant ‘Other’. In her view, “... man never
thinks of himself without thinking of the Other; he views the world under
the sign of duality, which is not in the first place sexual in character. But
being different from man, who sets himself up as the same, it is naturally
to the category of the Other that woman is consigned; the Other includes
woman” (69).

Shashi is repeatedly taunted and ridiculed by her husband and daughter
for her traditional demeanour and her inability to understand and
converse in English. She is considered as too naive to confront the
outside world and as fit to remain at home with her daily chores and
laddoo making business. She is heavily stereotyped and subjugated and
has no voice of her own. Nirupama is also seen as undergoing similar
experiences of being degraded and belittled by her husband and daughter
who regard her as meek and vulnerable. She is very often scorned and
treated as a non-entity by her husband who derides her complacency and
laid back attitude. Adding to her woes is her approaching middle age, a
realisation that dawns upon her when she fails in an interview because of
her age. Her daughter’s anger and frustration at her mother’s failure is
comparable to the strong feelings of disapprobation and resentment
expressed by Shashi’s daughter when she finds her mother struggling to
speak in English with her school teacher and her friend’s mother.

Shashi’s lack of English language skills is presented as qualifying her
identity as a traditional, unsophisticated and gullible woman. This has
largely to do with the societal identification of the colonial hegemonic
language with notions of modernity and acceptability. The complete loss
of self-worth that such a situation creates for Shashi becomes fully
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evident when she breaks down at the coffee shop in New York due to a
harrowing experience that resulted from this ‘handicap’ of hers. This
erosion of her individual selfthood is the outcome of a subtle play of
power structures and ideologies that work through particular modes of
representation so as to ensure and establish a system of domination. Here
colonial power manifested through the English language aligns itself
closely with patriarchy in an attempt to justify and perpetuate the
hierarchical separation of genders. Gayatri Chakravorty’s pronouncement
that the subaltern cannot speak or represent herself as she is doubly
marginalised may be referred to in this context. “For the colonized
woman speaking is even more impossible because both colonialism and
patriarchy ensure that she keeps quiet. The subaltern cannot, therefore,
represent herself” (Nayar 56-57).

The identity of Shashi is thus represented as located within a system of
beliefs and attitudes that are socially produced and this is the same with
Nirupama as well. The rare privilege that she receives, that of meeting
the President, becomes a nightmare for her leading her to collapse on the
floor. Though a medical reason is hinted at, what remains unsaid is her
lack of confidence and total surrender of self-will. The belief that she
cannot be associated with anything productive or fruitful is so deeply
ingrained in her psyche that she loses control of the whole situation much
like the instance of Shashi in the coffee shop. This can be explained as an
outcome of a conscious process of gendering that tends to
compartmentalise individuals and provide them with fixed identities.
Such a notion of a stable identity has been countered by the famous
American gender theorist Judith Butler with her concept of gender
performativity. She proposed that gender should be seen as a series of
repetitive acts that contributed towards the process of identity-making.
She stated that gender was ‘performative’ ie masculinity or femininity
was the result of a patriarchal performance or role by the individual
which was accepted and validated by the society:

That gender reality is created through sustained social performance
means that the very notions of an essential sex and a true or abiding
masculinity or femininity are also constituted as part of the strategy that
conceals gender’s performative character and the performative
possibilities for proliferating gender configurations outside the restricting
frames of masculinist domination and compulsory heterosexuality. (192-
193)

The images and ideas through which the character of Nirupama is
unveiled at the beginning of the movie is an indication of her as having
completely assimilated this system of ‘performativity’ merely acting out
what is expected of her as a good wife and mother. For instance, she is
ready to take up the responsibility of an accident caused by her husband
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and is ready to go to any extent to please her daughter, who is irked and
deeply troubled because of her, in whatever way she can. She derives a
sense of fulfillment by seeing her husband and daughter happy and
sincerely wishes that their dreams turn to reality. She is even ready to
change her decision of not going to Ireland leaving behind her present
commitments, when her daughter tells her that she badly needs her there.
This is similar to the scene in English Vinglish where Shashi, due to her
English class of which her husband and children are not aware, is unable
to spent time with them on an outing in New York. The feeling that she
couldn’t be with them when she ought to give them company is further
deepened when she comes to know about her son’s injury and is
overcome with a sense of grief.

In fact both these instances may be related to the conception of woman as
an all-enduring figure willing to undermine all her personal ambitions
and preoccupations for the smooth conduct of familial life. Both Shashi
and Nirupama may be regarded as emblematic of complex machinery
constituted by the play of patriarchal power, identity and agency. For
them, the family and its spatial relations wields enough power to control
and regulate their thought processes and behavior.

However it must also be said that these two texts also incorporate an
oppositional strand of resistance against discursive identity formations
connected to gender. Shashi and Nirupama make a conscious or rather
unconscious attempt to transcend the normative expectations of
dependence and subservience that authoritative social institutions
demand of them. Shashi’s determination to gain some mastery over the
English language and Nirupama’s firm will to transform her small
pastime into a socially beneficial endeavour are small but significant
steps in the evolution of their character. For both it signifies a moment of
recognition brought in by a willingness to listen to their own voice and
this is definitely not an easy one for both as it is involves a visible
attempt on their part to reach out of their own closed space. The sense of
enablement that Shashi and Nirupama experience comes out of a desire
for self-expression and this undoubtedly is another paradigm of
independence.

However it must also be added that whatever they achieve is firmly
grounded within the confines of the familial and the socially acceptable.
Both the films do not advocate anything radical with respect to female
independence and what is intended, as may be assumed, is the
recognition of a woman’s worth and potential that is often subsumed
within dominant narratives of power. Shashi’s final speech is an
extraordinary moment for her as it is an indication of her having retained
some sense of autonomy, but her speech also valorises the importance of
the family system and marriage as a special sort of friendship based on
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love, respect and mutual understanding. The same importance is given by
Nirupama as well as and none of her deeds are meant to dismantle the
institution that she is very much a part of. This is evident in her assertion
that she has reclaimed her identity for her daughter who formulated the
pertinent question as to who decides the expiry date of a woman’s
dreams. Thus the two texts attempt to embody an inherently
contradictory notion of a female subject hood that is not constrained or
conditioned by patriarchal meanings yet is placed within the larger
context of the discourse of institutionalised power.

The similarity between the two films may again be discerned in the way
in which the characters in supporting roles are conceived. They include
both male and female and are shown as positively influencing and
supporting the protagonists. If Shashi is given ample support and
emotional backing by her niece Radha, Nirupama is motivated and ably
guided by her old classmate Susan David. Again, the character Laurent, a
French chef and Shashi’s classmate is very considerate towards her much
like the character Jayachandran in How Old Are You? But it has to be
added that Laurent is inclined to be more than just a friend to Shashi and
admires her, whereas Jayachandran comes off as just a well-wisher of
Nirupama.

The two films also offer other points of difference and a major one lies in
the conception of the two characters of Shashi and Nirupama. If Shashi is
represented as traditional and conventional to the core, Nirupama’s
character is referred to as a person who used to be a firebrand leader in
her college days willing to fight for any cause. There is thus a contrast
implied between her life before and after marriage, hinting at what
conventional demands and commitments have done to her former vibrant
self. Nirupama’s situation also differs in that she is employed and thus
has financial independence which Shashi lacks, though she runs a part-
time ladoo-making business. But the plot of both the films does not
accord much prominence to this aspect nor do they attempt to connect it
to the prospect of the characters’ freedom.

The traditional/modern binary is more pronounced in the depiction of
Shashi’s character than that of Nirupama. In English Vinglish there is a
conscious effort to accentuate the traditional Indian woman concept by
attempting a stark contrast between Shashi and the other characters
around her and this to a great extent is reflected even in the dressing style
of the characters. For example, Shashi is always portrayed as the typical
sari-clad Indian woman who is markedly different from the so called
modern people in her own family. The attire of the character also thus
adds to the range of ideological connotations attached to such a binary. In
contrast, more than the traditionality of the character of Nirupama, what
gets more prominence is the complex interrelationship between a
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woman’s age and her gendered identity by showing how inhibitions
pertaining to a woman’s age can be detrimental towards the realisation of
her ambitions. If Shashi’s self-discovery is triggered by a situation of
cultural shift trying to cope with its challenges and demands Nirupama
reinvents herself in her own familiar cultural set-up.

Another interesting point of variation is contained in the fact that Gauri
Shinde, the script writer and director of English Vinglish, does not
include any instance of Shashi openly expressing her discontentment
while How Old Are You, with a male director and script-writer duo,
contains occasional glimpses of Nirupama venting out her feelings of
angst and displeasure at being treated as insignificant. This difference in
representation perhaps indicates the different standpoints of the makers
of the two films.

A comparative study of these films offer useful insights into the
ideological underpinnings involved in the construction of women and the
status that is granted to them by patriarchal formations and institutions.
But the films also attempt to “make the inconceivable conceivable and to
engineer the reconciliation of opposed social roles and their attendant
moral values” (Uberoi 123). Patriarchal ideology constructs individual
women as ‘subjects’ of the system and attributes to them an identity that
is deemed necessary for the functioning of the existing state of affairs.
Women are made to become a part of such a system of thought and
representation which try to legitimise the feeling that this is something
‘natural’ or ‘pre-ordained’. Any attempt to transgress such a construct
may in fact be regarded as a discourse of resistance that the text offers in
order to tackle the challenge of hegemonic cultural discourses.
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Abstract: Nicolas Bouvier (1929-1998), a Swiss writer famous for
his travel account The Way of the World originally published in
French as L'Usage du monde (1963), visited India. After having
remained for a long time in the form of Swiss radio programmes,
his travel experiences of India were finally published in a small
but beautiful text La descente de l'Inde. The present paper seeks
to establish a close link between the mode of travel adopted by
the writer and his discovery of pluralistic culture in post
independance India. Bouvier's text is not only a testimony of his
fascinating encounters with the space and people of India but
also a proof of his amazing sense of history.
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The present study is based on a travel account of Nicolas Bouvier (1929-
1998) who came to India in December 1954 and stayed here till April
1955. His travel experiences were first presented in radio programmes.
He wrote in 1992, six years before his death: « Je racontais sans jamais
écrire mon texte [...] Certainement que ces bandes vont me servir un jour
a écrire le récit de cette descente de I’Inde » (“I used to narrate without
ever having written my text [...] Certainly these tapes will be used one
day to write the story of the descent to India.”; 1294). This transcript was
published under the title La descente de [’Inde, incorporated in his
(Euvres. Though travel narratives of Bouvier are well-received yet the
above text is hardly known in the academic circle. The socio-historic
situation during which this Swiss traveller visited is radically different
from that of his French predecessors. Travellers like Frangois Bernier
(1620-1688) and Jean-Baptiste Tavernier (1605-1689) came in 17"
century which is considered as medieval period in Indian history,
Edouard de Warren (1811-1898) and Victor Jacquemont (1801-1832)
visited India in 19™ century when India was still under the British rule
whereas Bouvier visited independent India. Besides, as David Damrosch
says, “Even a purely factual account gives a highly selective
interpretation of what the traveler has seen” (93). It will be interesting to
see how India gets conceptualized and represented by a European
traveller who doesn’t belong to a colonial power and who saw modern
India after its independence. Moreover, Bouvier's long-distance, non
utilitarian travel to India deserves particular attention as he was neither
missionary nor merchant. Then do his writings reflect this difference or is
he just reproducing some pet stereotypes and favorite tropes of colonial
travellers? We find, at the outset, that Nicolas Bouvier is as much
interested in India’s past as in its present. After all, why does he evoke
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our past?

Nicolas Bouvier travels as much in space as in time. This paper seeks to
affirm that there is an unconscious or conscious attempt in his writings to
capture the essence of the pluralistic culture of our country which has
gone unnoticed by many of his predecessors. The first part of this paper
analyses his descriptions of landscape and other public spaces and what
roles they have in the narrative. The second part of this paper discusses
his interaction with the local community or travellees and his impressions
about them. The gaze of the traveller in question doesn’t remain attached
to the erstwhile scenario but wanders into the past of India to look for
something deeper. This rooting of the travel account in history will be
discussed in the third part of this paper.

An Encounter with Space

We should remember that Nicolas Bouvier embarked on a journey to
India on a fiat car called Topolino, entered the country through the city of
Amritsar and passed by the cities of Ambala, Delhi, Agra, Mathura,
Gwalior and Mumbai. So, he journeyed through some small and big
cities of India in a battered old car. Every mode of travel has its impact
on the journey as it fosters a particular view of the landscape. But why
did he choose to travel by car? Bouvier wanted not only to economize his
travel but also encounter the space in slow motion or at least with the
pace which he could control. He understood that « sur la route indienne,
la précipitation ne mene nulle part. » (“making haste on an Indian road is
waste” ; 453). Every serious exploration requires freedom and creative
thinking and hence patience. For this aficionado of slowness, traveling
with a frenetic pace will be tantamount to tourism resulting in a
superficial observation of the reality. He followed Grand Trunk road up
to some point but then abandoned it to move towards Mumbai because he
was unwell and he thought that he would have an opportunity to earn
there some money to continue his journey. So, instead of going towards
Orissa as per his earlier plan, he goes towards Mumbai. He is so much
fascinated with the life as observed through the road that he says: “Qui a
connu ces routes, ce rythme et cette vie ne guérira jamais.” (“One who
knows these roads, their rthythm and their life will never escape their
charm” ; 445). In a small passage captioned as “La route indienne” (“The
Indian road” ; 449), Bouvier quotes with approval Rudyard Kipling and
talks about the lyricism of Indian space as depicted by this writer. The
experience of Nicolas Bouvier is not different. He says:

Sur ces routes, on voit de tout: on voit des charettes a roues
plaines qui sont en chemin pour des voyages de plusieurs mois,
en général avec une petite lanterne a acétyléne fixée sous le
chassis pour que les camions les voit; on voit des pélerins de tout
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poil, on voit des familles de forgerons tziganes qui descendent
avec leurs charettes également; on voit des baladins de toute sorte
avec des animaux savants, singe costumés d’un petit gilet rouge a
boutons d’argent; on voit des marionettistes qui donnent spectacle
en se constituant une scéne de fortune en renversant simplement
ces lits & quatre pieds qu’on appelle fcharpoi ; on voit des
camions en panne qui se transforment aussitot en campement et
en des bus chargés jusqu’au ciel de vollaile. (449-450)

On these routes, one sees everything: we see carts that are
wheeled for trips of several months, usually with a small
acetylene lantern fixed under the chassis so that approaching
trucks can see them; we see pilgrims of all types, we see gypsy
families, blacksmiths who also descend with their carts; we see
many kinds of performing animals, monkey wearing a red
costume with silver buttons; we see puppeteers who give the
show by constituting a makeshift stage by simply reversing these
beds of four feet called tcharpoi; we see down trucks that turn
immediately to camp and jampacked buses.

Bouvier is enchanted with the variety of spectacles available in his rout.
He takes recourse to words used in India to describe them like tcharpoi,
dukan, evening tea, lift, wash-room, city, palmistry, boys, dal, chapati,
chaukidar, etc. He has included more than a dozen words of Hindi, Urdu
or English in the space of 38 pages. Though, according to his own
confession, he did not speak even “pas un mot d’hindi” (“a single word
of Hindi” ;460). Most of the words are italicized and some of them are
defined in French to draw the attention of readers to their conspicuous
otherness in the text. As Michael Cronin says:

Lexical exoticism is a palpable written trace of the foreign for
the reader, a legible indication that, although the account has
been written in English, French, Irish, Italian or Russian, the
country is elsewhere, the language and mores different. (41)

We know very well that one of the ways adopted by a travel writer to
establish the veracity of his account is to use local words of the visited
country. No doubt, it is true also in the case of Nicolas Bouvier. But more
than the concern for the depiction of reality what is visible here is
writer’s own propensity to create poetic sentences according to the
demand of the subject. Let us not forget that Bouvier is also a poet and he
has written beautiful poems. Therefore, it is his poetry which manifests
itself through the description of so-called “lyrical space”.

Almost one third of the textual space in La descente de I'Inde is occupied
by the city of Mumbai. He rebukes westerners for their bias against the
hybrid culture of Mumbai as they do not consider it to be authentic,
sacred and exotic enough. He says that a remark is often made about
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Mumbai that it is not Indian, it is made by the English. He criticizes this
notion by arguing that a similar comment is made about New York but
the fact is that Mumbai and New York are among ten cities worth living
in the world. Bouvier finds Mumbai relatively rich and well-managed.
He accepts that there are fakirs and beggars but ten times less than in
Calcutta.

Bouvier compares Mumbai, a lovable cosmopolitan Babel, with
Alexandria which is a model of pluralistic culture. This comparison
reminds us that Mumbai is situated along the coast and a major economic
centre like Alexandria. He finds there Marathas, Muslims, Parsis,
Russians, Swiss and Goaneses living together. For him, Mumbai shows
that a dialogue between the East and the West is possible unlike what
Rudyard Kipling believed. Thus, Bouvier translates difference into the
realm of sameness. How does it happen that he escapes some of the key
tropes of the traditional Orientalist discourse? Though he accepts having
read Henri Michaux and Rudyard Kipling, it must be kept in mind that he
didn’t like to read everything about a country before visiting it. He
preferred to read about it after the trip:

Savoir s’il faut avoir tout lu sur un pays avant de s’y rendre ou si
au contraire il faut voyager dans un état d’ignorance bénie est un
probleme extrémement controversé auquel je me garderais bien
pour ma part de donner une réponse. Je crois cependant qu’il vaut
mieux lire au retour. (460)

Whether you should have read everything on a country of visit or
you must travel in a state of blessed ignorance is an extremely
controversial issue for which I will keep an answer. I think it is
better to read after you return.

Being a conscious postcolonial traveller from Europe the gaze of Nicolas
Bouvier is not much coloured by the textual images popularised in the
West. He meets the great writer and the art critic Mulk Raj Anand in a
cultural café called Chetana where he finds books on Gandhism,
existentialism, Trotsky. This experience might have further reinforced his
belief about the cosmopolitan culture of Mumbai. He finds many
customers of Chetana café¢ spreading their manuscripts on the table.
Established in 1946, it was known for philosophical discussions, poetry
reading and art exhibitions. Bouvier compares Chetana café to the “Café
de Flore” in Paris which is known for illustrious regular visitors like
Sartre and Simone de Beauvoir.

An Encounter with People

The first community Bouvier meets in Amritsar is the Sikh. There is a
reason why he has more opportunity to interact with them. Not only in
Punjab, but wherever he goes he finds Sikh mechanics to repair his car.
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This community being very closely cooperating with each other gives
him references to the people in the transport business elsewhere. As
Bouvier is travelling by car, he finds this community very ingenious and
helpful. He appreciates their strong physique and jovial nature. He
believes that Hindus have prejudices against this community. He finds
the language Punjabi musical but English spoken by them very artificial.
He says that Indians like a pompous, circumlocutory English. Later he
claims that Indians have the most horrible accent of English in the world.
This flawed judgment is based on the lexical, syntactic and phonological
deviations of Indian English from British English. The localized varieties
of English spoken in diverse socio-linguistic contexts all over the world
are well-recognized today. It will be difficult to defend the position of
Bouvier when sociolinguistics literature would tell us that only 3% of the
British population speaks Received Pronunciation (RP). Bouvier’s
comment can’t be taken seriously as he said this in 1950s and moreover,
he could neither develop proficiency in English nor in any other Indian
language during his stay of five months in India.

Except for his meeting with Count Ostorog who was the French
Ambassador in Delhi, Nico las Bouvier finds the conversation with
diplomats boring and repetitive. By a quirk of fate, he meets a history
professor Kanolkar in Gwalior and gives his reluctant students some
lessons on European History. Most of the intellectuals he meets are either
influenced by Nehruvian socialism or Maoism. In a literary club of
Mumbai he delivers a talk on the “Renaissance in France” and earns a
considerable amount of 1000 rupees to be spent for two or three months.
This paper was translated into English by a Jesuit settled in Mumbai. We
see that during his stay in India, he interacts mainly with either common
people in the streets or intellectuals. Here again the cause is the mode of
transport adopted by him and his need to earn money on his way. He
interacts with Goanese Christians and records Konkani songs. He
admires the openness of Marathas and finds Parsis polyglot and
cosmopolitan. He interacts also with the English who live in Mumbai out
of their own choice and know a lot about India. Before Bouvier, many
French writers were mainly interested in the Hindu population. On the
contrary, Bouvier interacted mostly with religious minorities in India.
That is why he could grasp the pluralist nature of Indian culture. Denis
Porter rightly asserts that European travel writing at its best is an attempt
“to overcome cultural distance through a protracted act of
understanding”. (Thompson 7)

An Encounter with Time

In an interview with Lichtenstein-Fall (1288), Nicolas Bouvier calls Asia
as the mother of Europe, hence his own grandmother. He finds this
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mother of Europe humiliated by wars and massacres. He quotes Lorenzo
Pestelli (1935-1977) in this regard, who calls Asia as mother bent by the
burden. This image is a subtle critique of Europe’s colonial enterprise,
even though Bouvier does not develop this theme into an outright and
systematic criticism of colonialism. Unlike other travellers, Bouvier
doesn’t remain stuck with ancient Indian culture and literature. His focus
is more on the medieval India in general and on Babur particular who is
invested with emotional significance. While visiting India, he has an
extract of Baburnama which he copied with his own hand from the
French Archaeologist Library in Kabul. He compares Babur with
Frangois I and Charles Quint who ruled during the same period. The
precision, frankness and humour in Babur’s book are compared with the
writings of Montaigne in French literature.

While talking about Mumbai, Bouvier states that Mumbai should not be
seen as a creation of the British as it had trade with Syria, Persia and
Rome in old times. Nelson compared it with Naples in the second half of
19" century as it was the centre of cotton industry. There was a contact
with the Middle East and the West. Unlike many European writers,
Nicolas Bouvier doesn’t stay obsessed with the Ancient India. He is more
interested in the medieval and the modern India.

In most of the French writings of yesteryears and particularly Romantic
writings, we find an interest in Ancient Indian culture only. For example,
Victor Hugo, Lamartine, Leconte de lisle and Verlaine were fascinated by
Upanishads, Ramayana, Mahabharata and other classic texts. A lot of
writings in French language are devoted to spirituality, temples, yoga and
other hackneyed topics. We can safely conclude that Bouvier takes
interest mainly in medieval and modern India, appreciates the pluralistic
culture of India and interacts with the religious minorities. Because of
this, he has a more comprehensive picture of India than European writers
of earlier periods. It was possible probably because he came from
Switzerland where he had already seen the presence of German, French,
Italian and Romansch linguistic communities. Moreover as Catharine
Mee suggests “ ... if readerships are no longer reliably monocultural or
immobile perhaps they will demand travel books that better reflect their
diversity” (149). Some gaps remain in the treatment of our subject
because of lack of documents. Bouvier used to write for some Indian
newspapers but we don’t have any record. He met Mulk Raj Anand but
we don’t know whether the Indian writer wrote anything about this
meeting. Bouvier met a history professor called Kanolkar. We may find
some useful documents which can further our research in this direction.
We have been trying to show in this paper that travel writing doesn’t only
tell about the places visited but also about the traveller.
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Introduction

J. M. Coetzee is one of the famous writers of the twentieth century whose
mission in writing is to redefine many of the aspects we now brand as
colonial and postcolonial. His writings were primarily against colonialism
and racial discrimination and the postcolonial experience of the newly
freed South African Republic with all its teething troubles. Coetzee’s
mission is to find a universal nature to many of the present day
phenomena like colonialism, post colonialism, imperialism,
independence, new republic, militarism, exploitation, power craze and
neo colonialism. In short Coetzee is an external examiner or reporter of
the world scenario whose observations help the reader to either subscribe
to his viewpoints or draw his own. Coetzee can be considered a success in
writing as an observer of global issues. Bernard Levin considers that
“Coetzee knows the elusive terror of Kafka”. His writing is often pointed
and even though it is not directed to anybody in particular it often finds its
mark which is basically the megalomaniac rulers of the world. As Africa
is a continent with a number of coup d'états and megalomaniac rulers,
Coetzee is never at a loss to get sufficient examples to prove his theories.
He is a phenomenal writer and was awarded the Nobel Prize for Literature
in 2003. The violent history and politics of his native country, especially
apartheid, has provided Coetzee much raw material for his work, but none
of his books have been censored by the authorities. Often he has
examined the effects of oppression within frameworks derived from
postmodernist thought. Coetzee’s reflective, unaffected and precise style
cannot be characterized as experimental, but in his novels he has
methodically broken the conventions of narration.
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Waiting for the Barbarians is a novel published in 1980. The book is a
bold yet general survey of the colonial situation all over the world.
Coetzee tells us about an unnamed empire whose distant frontiers are
supposedly suffering from a threat from outsiders who are branded as
“Barbarians” by the authorities. The authorities have never seen a
barbarian before but they firmly hold the belief that the latter are a
constant threat to their existence. So the imperial capital sends a section
of the Royal Militia under a Colonel, who hides his true self and poses as
a different person before others. They torture all and are not able to find
any trace of an aggression from the poor, illiterate “Barbarians”. The
military men go in search of their barbarian adversaries and are absolutely
unable to find any of them. Their lacks of knowledge of the adverse
conditions of the land and of the nature of the people cause them to fail in
their mission and thus unleash a period of unrest in the land. Peace is
restored in the frontier province after many days of trouble when they find
that the “Barbarians” are not a threat to them.

These incidents happen in an imagined fairyland but there are real life
models who are like the “I” or the protagonist in Waiting for the
Barbarians. A good example is that of T. E. Lawrence, a Royal Army
Officer stationed along the Arabian Peninsula who played a major role in
the cultural, political, military and to some extent actual events that
happened in the Arabian Peninsula around the period of the First World
War. Lawrence of Arabia is an “authorised biography” of T. E. Lawrence
better known as Lawrence of Arabia, by Jeremy Wilson. Published in
1992, the speciality of this book is that it is the authorised biography,
unlike the earlier works, which were mainly romances about the
adventures of T.E. Lawrence. A film of the same name has also been
made on the same.

As a military man of the “empire where the sun never sets” Lawrence
served in a number of colonies along the breadth of the Asian continent.
He was a major influence in politics and in many internal affairs of the
Middle Eastern kings during the First World War. Unlike many
megalomaniac military leaders of the Royal Military, Lawrence was a
sensitive officer who respected all even the enemy. He had a special
interest in literature. Seven Pillars of Wisdom is a book published by him-
a record of his adventures in the mysterious Asia Minor. He has also
published another called The Mint describing his experiences as a soldier.
He also translated two texts: The Forest Giant and The Odyssey of Homer.
His writings are particularly significant, because they come from the pen
of a soldier who lived at a time when writing literature was considered
unusual for a soldier. Much of the mysteries relating to the Arab World
were solved by the picturesque reports about Lawrence’s adventures.
Many of the stories concerning Lawrence had a mythical or supernatural
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tinge to them which had the effect of making Lawrence an invincible
character. But in reality Lawrence was only an adventurer, whose heroic
ventures created for him a certain place in the minds of the people
especially in the Arab Empire.

If we conduct a careful study we can find many texts related to Coetzee’s

narrative. One such text is Heart of Darkness by Joseph Conrad. It can
also be read as a sequel to Waiting for the Barbarians. Joseph Conrad was
one of the greatest novelists of the Victorian era. His novels through their
unique adventures lay bare the mind of the English youth for the close
examination of the readers. He was a naturalised Englishman with an
aristocratic Polish origin. One of the major faults with his novels when
viewed in the modern day context is that they often are “armchair
travelogues”. Even when he was an official in the merchant navy
travelling from place to place his novels lack authenticity. He is often
considered as a writer favouring colonialism due to his aristocratic
background.

Among Conrad’s most popular works are Lord Jim and Heart of
Darkness. Conrad discouraged interpretation of his sea novels through
evidence from his life, but several of his novels drew the material, events,
and personalities from his own experiences in different parts of the world.
Being an official in the Merchant Navy, Conrad sailed to many ports of
the world, including Australia, those in the Indian Ocean, Borneo, the
Malay states, South America, and the South Pacific Island. In 1890 he
sailed in Africa up the Congo River. The journey provided much material
for his novel Heart of Darkness. However, the fabled East Indies
particularly attracted Conrad and it became the setting of many of his
stories. While making his first voyages to the West Indies, Conrad met
the Corsican Dominic Cervoni, who was the model for his characters
filled with a thirst for adventure.

Heart of Darkness was based on a four month command of a Congo
River steamboat, but in the novel the experience becomes analogous with
a quest for the inner, eternal truth. Conrad gave Marlow his boyhood
dream about penetrating into the heart of the continent. In the mid 1870s
Henry Morton Stanley made his legendary journey up the Congo River to
find the great missionary David Livingstone, funded by the National
Geographic Society. His experiences and revelations of the commercial
possibilities of the region had resulted in the setting up of a trading
venture. The accounts of Commander R.H. Bacon, who travelled in
Benin, described the horrors of Africa: “... everywhere death, barbarity
and blood, and smells that it hardly seems right for human beings to smell
and yet live!” (np). These two texts were influential in the writing of The
Heart of Darkness.
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One major fault of The Heart of Darkness is its artificiality. The narrator,
Marlow-who perhaps is not so reliable-depicts to his friends a journey in
Africa, where he becomes curious about a man called Kurtz. Marlow
works for a company that is only interested in ivory and he witnesses the
suffering of the native workers. He goes on a journey to reach Kurtz, an
agent whom Marlow expects by his reputation to be a “universal genius,”
an “emissary of pity, and science, and progress, and devil knows what
else”. As they near the inner station of the company, they are attacked,
and Marlow’s helmsman is killed. At the station they meet a Russian who
idolizes Kurtz. Marlow finds a man who has made himself the natives’
god and who has decorated the posts of his hut with human skulls.
Marlow tries to get the seriously ill Kurtz away down the river, but Kurtz
dies: “He cried in a whisper at some image, at some vision - he cried out
twice, a cry that was no more than a breath — “The horror! The Horror!”
(60) Back in Europe Marlow lies to Kurtz’s fiancée, that “the last word he
pronounced was - your name” (65).

In Conrad we see people hunting down Kurtz or another “I”” for deserting
or associating with the enemies. Lawrence too presents a similar picture;
he is “T” as well as “Kurtz” at the same time. Marlow, the one who goes in
search of Kurtz here is the benevolent version of Colonel Joll in Waiting
for the Barbarians. There is one problem faced by Heart of Darkness - a
problem faced by almost all the novels of Conrad. The novels of Conrad
start as an anti colonial venture, but in the end they tend to represent a
colonial set up or the victory of the colonists over the colonies. Kurtz here
is very much similar to “I” in his treatment of the natives.

Lawrence can be considered as a good comparison to Colonel Kurtz. The
character Marlow on some occasions bear a more realistic image of the
“I” or the magistrate. “I”’ in a sense is considerate towards his barbarian
neighbours. In some parts of the text “I” even goes to live with them. But
the imperial cord of duty binds him. A similar confused reality is also
present in Marlow. Kurtz has reached the supreme end as he unites the
colony with the coloniser. Lawrence is mid way between Kurtz and “I”.
Lawrence too to some extent lived with the colonies, yet the imperial cord
of duty binds him too.

The aim of this study is to compare and contrast the “I” of Waiting for
Barbarians with the “Lawrence” in Lawrence of Arabia and “Kurtz” in
Heart of Darkness. This equation becomes significant because it helps in
finding and analysing many of the universal elements of colonialism and
imperialism present in both of them. How far we can compare and study
the elements of a story in relation to another and make Lawrence of
Arabia, living proof of the many generalised arguments in Waiting for the
Barbarians is the key point of this study.
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Waiting for the Barbarians =Lawrence of Arabia =Heart of Darkness

Irving Howe in his essay “A Stark Political Fable Of South Africa” and
David Atwell in his essay “Reading the Signs of History: Waiting for the
Barbarians” argues that the entire landscape set by Coetzee is a
mythological sphere by which he wants to prove some “universal facts”.
In fact what Irving Howe finds is that these universal facts and truths
about colonialism, aggression, imperialism and slavery are what we find
in almost all parts of the world. Coetzee through a number of well-framed
metaphors tries to produce a universal platform to discuss these ideas.
What is the purpose for which Coetzee has produced such a tale? Irving
Howe answers this as:

Mr. Coetzee tells the story of an imaginary Empire, set in an
unspecified place and time, yet recognizable as a “universalised”
version of South Africa. This allows Mr. Coetzee some esthetical
distance from his subject, for even while remaining locked with
the history of his moment, he isn’t completely at the mercy of its
local chaos and ugliness. The result is a realistic fable, at once
stark, exciting and economical (Atwell 60).

This idea of universalisation of the basic realities of colonialism,
aggression and slavery is seen throughout the novel. Being a South
African and a Boer or person of Dutch descent Coetzee is quite
conversant with these facts. Coetzee is a member of the colonised
community while Lawrence is from the coloniser community bearing
similarities to the “I” or the magistrate. The tale becomes once more
interesting and universalised, as all the characters except Colonel Joll and
his henchman Mandel have no names. They are just mentioned as “I”,
“the girl”, “he”, and “she” or by specifying the various interpersonal
relations. By doing this Coetzee makes the story happen anywhere on this
earth. The coloniser in both the tales becomes the colonised as the tale
progresses. This is true with Lawrence too as well as with the magistrate
or the “I”. So the study becomes interesting since both the books have
many similarities. In fact a number the universal ideas that are mentioned
in Waiting for the Barbarians can be analysed through the life of
Lawrence.

In Heart of Darkness the hunt for Kurtz starts as the search of the
coloniser for a deserting official. A number of people take part in the
search. None of them clearly knows him. He is a mystery to them. At first
all blame him as a thief stealing the company’s wealth. Only Marlow is
somewhat conscious about the mental status of Kurtz. He makes
allowances for Kurtz’s behaviour as being the result of his secluded life in
the distant colony far from his peers. In the end even after Kurtz is killed,
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Marlow is still puzzled trying desperately to come to terms with Kurtz’s
life as a company official and as a tribal chief.

One point in comparison to the other texts is that as said earlier, Heart of
Darkness is a book where the coloniser wins. In Waiting for the
Barbarians, the coloniser sides with the colonies and loses. In Lawrence
of Arabia, the coloniser takes up a somewhat neutral position when
compared to the other two. This is because in some places Lawrence is a
Royal Army officer and at other times an Arab Chieftain. There are
instances where Lawrence takes neither of these roles and is just an
ordinary citizen.

Equating “I” to “Lawrence” and “Kurtz”

The Magistrate of one of the towns of a fabulous empire - “a responsible
official ... serving out my days” - is Coetzee’s unnamed central character.
This magistrate or “I” - as he is narrating to us his story - is the key
character in Waiting for Barbarians. Irving Howe comments that

The Magistrate’s voice, the voice of a moderately corrupt yet not brutal
man who surveys his realm with a lax good nature, fills out the book in an
unbroken present tense. This Magistrate serves two purposes, as the eye
that sees the action and as a voice that comments (Atwell 60).

The story is about the life and times of “I” the Governor of the frontier
province of the empire. For years under the wise leadership of “I” the
frontier province existed in a peaceful state. Those on the other side of the
border are known only as “Barbarians”. “Lawrence” too is like the “I”
having a mysterious aura between his outward self and inward self.
Lawrence is, however, a self made disciplinarian unlike his counterpart
“1.

The questions about the early life of “I” about his family, friends etc. are
not discussed. The only known fact about “I” is that he has been the
governor of the frontier province for years. Lawrence has a family; but his
paternity was under question. Hence Lawrence too attains a similar status
with “I”. A major difference between Lawrence and “I” is that “I” is a
very ordinary pleasure loving man while Lawrence on the other hand is a
dedicated and disciplined man. Another striking similarity between them
is that both are interested in topics like history and archaeology. While “1”
was greatly influenced by the lost Barbarian culture of his unnamed
empire; “Lawrence” is interested in the Hittites of Carchemish and
attracted by the Asia Minor.

While the “T” is the representation of the coloniser and the colonising
spirit as a whole, Lawrence represents just one among such colonisers.
Lawrence too is like the “I” he is compassionate towards the Barbarians.
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The “T” has a very loose character and he is attracted to the Barbarian girl.
He cares for and caresses the girl. But his real motive is under suspicion.
People tend to think that his primary intention was to seduce her. But
Lawrence’s intentions are plain. Jeremy Wilson says nothing about
Lawrence’s sexual life but considering his steadfast nature and self
controlled behaviour, we assume he is a man of respectable character.

Dominic Head in the essay “An Ethical Awakening: Waiting for the
Barbarians” from his book J. M. Coetzee says that:

His (magistrate’s) unquestioning faith in judicial procedures, his
refusal to doubt guilt, the association he perceives between pain
and truth/ enlightenment, his fascination for the tortured body —
these are all factors in the novel’s analysis of Empire (21).

This is surely the correct picture of the “I” in the first part of the novel. In
Lawrence’s case the first three points - unquestioning faith in judicial
procedures, his refusal to doubt guilt, the association he perceives
between pain and truth/enlightenment - are true too. The affinity towards
torture and torturing others is an interesting aspect we see with reference
to the colonists. Even though Lawrence was a member of the colonising
class, his personal interests were against torture. He firmly believed the
policy of justice and acknowledging guilt as guilt.

“Kurtz” is not always a comparison to the “I”. Kurtz can be considered as

an equivalent to the “T” or magistrate after his persecution. Kurtz is a
mystery while the magistrate and Lawrence are clear characters. Kurtz
has experiences similar with those of the magistrate. The reason why
Kurtz joined the other side is not clearly defined. He leaves Marlow and
the readers in a state of bewilderment. They are unable to really
understand the true state of affairs. Marlow is not able to judge according
to the situation, as he is the Imperial Law’s servant.

The Milieu

The landscape in Coetzee has a mixture of all kinds of climate like the
prominence of the four seasons, complex yet coexisting landforms like
deserts, snow capped mountains, rivers, riverbeds and valleys. No other
type of animal except some domestic ones, are mentioned in the book. On
the whole, Coetzee concentrates in the book on man as an object for
thorough study and makes his novel an authorised text which the readers
keep on remembering long after they have completed reading it. Such a
presentation fulfils his intention to highlight that all this can happen
anywhere in the world. Thus Coetzee once again draws our attention to
the universality of colonialism.

In Lawrence’s life too we can see a number of such varied backgrounds.
Lawrence was an earnest reader and he was deeply interested in travelling
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to various parts of the world. Lawrence’s graduation thesis - The
Influence of Crusades on European Military Architecture: to the End of
the XII"™ Century - is all about the various castles of Medieval Europe. For
this he travelled through all Europe by cycle and on foot. Lawrence too
served in a number of places ranging from England to as far as Africa and
India. A period of his life was spent on Carchemish where he along with
some archaeologists found the lost capital of the Hittite Empire. So the
landscapes do play a great role in the story of Lawrence.

The story of Heart of Darkness is believed to take place in the Congo.
Many critics say that young adventurous Conrad was for some time the
Captain of a steamboat in the Congo. Memories about the primal life of
people and pristine nature might have influenced Conrad’s writing.
Marlow, Captain of the “Nelly”, describes each bend and current of the
Congo River precisely. This precision is due to the writer’s own
experience. The only aim for all the characters in Heart of Darkness is to
catch Kurtz. So there is no mention of any of them showing any interest
in the colonised cultures. Kurtz’ interests are not revealed by the author.

“Waiting” for the BARBARIANS?!

The term “Barbarian” is used by Coetzee to denote the unknown
“neighbours” of the nameless empire. This term has a derogatory meaning
in colonial parlance. The colonisers who considered their culture superior
to all other cultures claimed themselves to be elite and the colonised as
barbarians or uncultured people. This they boasted without having any
idea about their culture. This was done as part of the colonial propaganda
agenda and their intolerance towards other cultures. This is the same
attitude we see in Macaulay’s Minute on Education; classifying ancient
Indian wisdom as silly old wives’ tales.

This is the same attitude we find in the Spanish conquistador Pizarro’s
journals. This is the same attitude we find in many slavers of the Africa
and the conquerors of the East. This can also be considered a
representation of perverted Occidental mentality, which later came to be
known as the “White Man’s Burden” to civilize the whole world. The use
of the definite article “the” in the title once again thoroughly says the
status of the “Barbarians”.

The most ironic thing in their attitude towards the colonised is that many
of them considered their colony like India as the “Jewel in the Crown”;
even though they considered the natives and their culture as “Barbarian”.
An authentic fact about the “Barbarians” is that it is their fruits of labour
that the colonisers enjoyed. In fact the sweat, blood, toils and tears of
these “Barbarians” have made all the great empires in the World. The title
of the novel referred to a poem by Constantine Cavafy:
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and now, what will become of us without barbarians?
These people were a kind of solution (i).

David Atwell comments on this as “In the poem by C. P. Cavafy of the
same title as the novel, the barbarians enable the Empire to array its
forces, reconstitute its hierarchies, displays its symbols - in short, to
refurbish itself as a complete political and semiotic system. When, in the
poem, the enemy does not materialize at the city gates, the Empire’s
nervous pleasures of anticipation quickly lead to confusion and
despondency” (27).

The “Barbarians” of Coetzee have a mystic nature. No one knows their
true identity and their existence. The reader is given only certain hints that
once there existed a great barbarian civilization. Barbarians are a simple,
peace loving folk who are made a national threat by the “Third Bureau”
or the military intelligence who make mountains out of molehills. Such an
attitude is actually a camouflage for the colonising mindset of the empire
and its bureaucrats. This is what had happened in Iraq and Afghanistan.

There is another set of people called the “fishing folk”. They are very
much marginalized. They can be considered as the representations of
ancient tribal cultures. They lack good leadership and therefore are unable
to resist the oppressor who tortures them without any qualms. Their crops
are burned, their huts destroyed and their life ruined.

The “Barbarians” in Lawrence of Arabia are the Arabs. Much of the
ruling British and to some extent the Arab princes and dignitaries
consider the poorer classes of ordinary men as well as their enemies as
barbarians. For the Arab tribal army the Turks were the barbarians. But
what “Lawrence” and “I” have achieved is different from the rest. What
makes them different is that both of them did not treat their fellow beings
or their enemies as barbarians. That was why Lawrence was a successful
military man and diplomat. Lawrence was keen to study the language, the
mannerisms and other facts of the land and its people before he started on
a journey or an expedition to a particular place. This was in fact the most
important thing that made Lawrence an insider for the Arabs even though
he was in actual fact an outsider. He was made a governor of the oasis.
Lawrence is widely believed to be a British spy. If he was successful in
spying the Arab terrain, it was due to his sincere affection for the Arab
culture and his mindset that prevented him from considering Arabs as
Barbarians.

In Heart of Darkness, the natives are considered barbaric by the way they
are presented. His presentation makes them look more barbaric than
anyone else. Conrad effectively evokes a dream like image of the jungle
by using strong words to describe the natives’ appearances, characteristics
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and presumed behaviour. Very common in his descriptions are the use of
very strong and passionate words like “wild” and “intense”. For example
the description of a boatload of natives paddling downstream is distinctly
primitive. He says: “they shouted, and sang... their bodies streamed with
perspiration; they had grotesque masks...but they had bone, muscle, a
wild vitality and intense energy of movement....” (58). In contrast a
comparison with the author’s description of a white, affluent, suggestively
desirable race, make them appear artificial, sloppy and lethargic; clearly
seen is the following phrase, “flabby, pretending, weak-eyed devil of a
rapacious and pitiless folly” (59).

Another obvious implication of a primitive and savage culture which
gives the reader the illusion of wildness is the author’s use of the word
“cannibals”. By using the word cannibal the author implies a savage and
uncivilized race, since both the word and the act are abrasive especially in
the context of the period in which this text was written in 1900’s. Back
then the idea of natives in the jungle was a proven fact not a rumour or
fantasy. Already afraid of this reality the use of the word made the image
of the native more frightening and convoluted, whereas today, cannibals
are hardly a threat at all since the likelihood of their existence is purely
fiction.

The action of “Waiting” too is another fact that is confusing. “What /
whom are they waiting for” is the immediate question. We can say in a
rough manner that they are waiting for the Barbarians. But in reality are
the Barbarians going to attack the empire? Coetzee does not ever tell us
that they are going to attack. Instead he only gives some allusions that
they are a peace loving people. The Army retreats but still the people have
fears about what is going to happen. They are tense but in the end they
find that they are waiting for nothing. This new knowledge somehow
becomes old as they have adjusted to their new realities. The cover page
of the Penguin edition of Waiting for the Barbarians has a picture of a
boy setting up scarecrows dressed up in soldier’s uniform on top of the
frontier town’s walls. This picture depicts how the “waiting” has become
ritualistic. This ritual too has found a place in their daily life. They are
like Vladimir and Estragon waiting for Godot in Waiting for Godot by
Samuel Becket. This sort of a waiting also exists in our everyday life; we
as a nation are lying in wait for all types of barbarian or enemy
aggressions. In that sense the novel is also a satire against the mad arms
race conducted by various nations in our world.

As concluding remark one should say that it is actually Colonialism and
Imperialism that made people Barbarians, first by branding innocent
peace loving people as Barbarians, second by denying their indigenous
cultures and forcefully making them adopt the coloniser’s ways, third,
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even after giving them independence, by dumping their unwanted articles
to the colonies and by starting a neo colonial system. Good examples of
this are the civil wars raging throughout the world. If we examine their
causes it is generally for power-an indigenous attempt to imitate the
Western coloniser!

The Girl

“The Girl” another nameless character is the heroine of the story. “The
Girl” is in a sense the cause of all the sorrow. “The Girl” is the image of
the colony. The magistrate’s care for her is the pretext with which all the
colonisers start their venture. Theirs and the magistrate’s true desire is to
sexually abuse her. This sexual abuse is the image of the drain of the
colony’s wealth into the coloniser.

The girl is injured and is a barbarian. The first problem in the magistrate’s
caressing her is that he is going against the colonial notion. The
magistrate or the representative of the imperial government should not
care for a Barbarian especially since they are enemies. The magistrate
goes one step further as he goes out to make contact with the Barbarians.
This becomes even graver as he is betraying his parent country. These are
the two charges levelled against him.

The girl is an inimitable character. She is a character found only in
Waiting for the Barbarians. In Lawrence of Arabia, Lawrence is an
ordinary Arab loving military man. There are no girls or even portrayals
of girls in it. The colony is a colony; but what matters to Lawrence is
Arab unity. Heart of Darkness on the other hand is the search for a
culprit. The colony here is the ultimate source of wealth. So anybody who
is stealing the wealth of the colony should be prosecuted. The fact that the
coloniser himself is the chief robber of the wealth of the colony is
conveniently forgotten. This is the mission of Marlow, to capture and
execute the thief. Here the colony is viewed as a vast mine of resources
and the natives, to whom all these wealth should go, as mere savages.

The Third Bureau

The name “Third Bureau” sounds similar to the German “Third Reich” of
World War II. What makes the Third Bureau to come to “I”” s empire was
the news about two imperial horsemen found dead strapped onto their
mounts. There is no sort of an enquiry about the death. Instead it is
considered as a warning from the barbarians. A Colonel Joll, who always
hides his eyes behind dark glasses, heads the section of the bureau that
comes to the town. The name too sounds odd and unfamiliar. What
Coetzee thus achieves is the universalization of militarism. The name
“Joll” and the descriptions in the first chapter give the readers a picture of
a jolly person. But Joll is jolly only when he is pursuing the ordinary
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barbarians. Joll and his henchman Mandel, a name similar to the word
“mental”, subject various barbarians to different types of torture. The
novelist gives a constant reminder of this throughout the novel by
mentioning the soot left on the wall of the barracks, which had been used
as the torture room. Colonel Joll brushes aside the possibility that the
barbarians may be innocent of any revolutionary plans. There is a
remarkable description of how he conducts an interrogation: “First, I get
lies, you see -this is what happens - first lies, then pressure, then more
lies, then more pressure, then the break, then more pressure, then the
truth” (28). Or as the Magistrate sardonically restates the torturer’s creed:
“Pain is truth; all else is subject to doubt” (38).

Unable to control the emissaries of the Third Bureau, the Magistrate
wants to dissociate himself from their methods even as, in all honesty, he
has to admit that he and they are both servants of the Empire. Later the
Bureau tortures the magistrate himself alleging an allegiance between the
barbarians and the latter. He is imprisoned in the same barracks room
where the barbarians had been interrogated. He is reduced, through
humiliation and torment, to a subhuman level. This is described in the
book as:

When (the torturers) first brought me back here ... I wondered how
much pain a plump comfortable old man would be able to endure
in the name of his eccentric notions of how the Empire should
conduct itself. But my torturers were not interested in degrees of
pain. They were interested only in demonstrating to me what it
meant to live in a body, as a body, a body which can entertain
notions of justice only as long as it is whole and well, which very
soon forgets them when its head is gripped and a pipe is pushed
down its gullet and pints of salt water are poured into it. ... They
came to my cell to show me the meaning of humanity, and in the
space of an hour they showed me a great deal (48).

The torture is dubbed under the name of humanity and is an eyeopener as
to what it means to be a man and to suffer endlessly. The cruelty becomes
so cruel that even those who have not done the crime are forced to confess
to the charge rather than endure any more. The torture makes the “I” or
the magistrate; “the plump old man” (his own words) a haggard old man.
However, even with all these tortures they are unable to break the
magistrate’s will. He becomes an epitome of a one man resistance to the
empire. The Third Bureau sends troops into the land beyond the frontiers
of the Empire in order to seek out and destroy the enemy. At first, reports
of victory; then, a nervous silence; finally, the troops return, dazed and
bedraggled. The so called enemies have defeated them. Coetzee describes
the defeat in this way.
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We were not beaten ... (the barbarians) led us out into the desert and then
they vanished! ... They lured us on and on, we could never catch them.
They picked off the stragglers, they cut our horses loose in the night, they
would not stand up to us! (36)

Colonel Joll and his men retreat; the Magistrate resumes his old authority.
The Empire fades; the barbarians remain. The fear of enemy attack is still
in the air but a bit subdued now.

In Lawrence of Arabia also such scenes of torture are seen. Torture
becomes an instrument in Waiting for Barbarians while torture is
considered by Lawrence as something to be hated. He never physically
tortures anybody. But his actions to some extent, like helping the Arabs
and attacking the Turks, can at times be considered as actions of torture.
But since he was a British military officer and he had to obey the policies
of his home government his actions cannot be considered as torture. He is
always seen in the position of the magistrate or the “I”. Like the
magistrate he is bound to his governmental duties and in his inner
conscience he condemns the barbaric tasks that are done in the name of
the empire. Lawrence in one sense; being a member of the Royal militia is
like a Third Bureau soldier, but on his humanist side he is passionate
towards the Arabs and is like the magistrate.

Torture as a method is not clearly described in Heart of Darkness. Conrad
describes the fences of a hut festooned with the heads of the enemies of
the owner of the hut. So Conrad gives some stress to the barbaric tortures
practised all over the world. The search for Kurtz is a mental torture for
the colonisers. They are in an alien land searching for some one whom
they know only through tales. Here the coloniser is mentally tortured.
This torture is not from the colonised, but from the foolish notions of the
coloniser himself about the colonies. The search party consists of the
Royal militia as well as a civil one; since both military and civilian
officials are included in the team.

The Influence of other Characters

The most important minor characters of the novel are the residents of this
frontier town. The residents are constantly haunted by the fear that the
barbarians are going to attack. But the fear of such an attack is limited
only to words because the barbarians are a wandering tribe never staying
long enough to establish any claims. The Third Bureau soldiers under
Colonel Joll are the true barbarians for they have destroyed the routine of
their lives. Colonel Joll stokes the tiny spark of fear in the minds of the
people with regard to the barbarians so that it blazes out in anger and
suspicion towards the latter.
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Another character who should be mentioned is the little boy who brings
food to the magistrate when he is in the prison. The boy is presented as a
ray of hope in the midst of adversities. He brings some sort of happiness
to the magistrate, but the boy is afraid of the magistrate. He can be
considered as the personification of the unbreakable willpower of the
magistrate; the silver streak in the midst of the darkest tortures. The
servant girls are an image of the ordinary public who are silent about the
present status of the magistrate. Earlier the magistrate sexually used them.
The girls were silent then too. So they once again clearly represent the
ordinary public who are forcefully kept silent.

In Heart of Darkness, Marlow’s chief helpers are a set of people who
join in the hunt for Kurtz. They are deliberate pictures of colonisers.
Kurtz is a fully nationalised foreigner while Marlow, towards the end,
enjoys a median position. The natives are presented here as viewers of
this colonial drama. They are the silent viewers unable to do anything. As
in the case with Waiting for the Barbarians they represent the silenced
majority or the public.

We cannot attribute any such specific qualities or defects to the characters
in Lawrence of Arabia. Since they are real life characters one cannot
classify them in the same way as one does fictional characters. However,
the ordinary Arabs liked him. They are the general public. Those in the
ruling classes, both the Arab and the English feared him as a threat.
Lawrence was a nationalised foreigner, but fearing his popularity those in
the ruling section sacked him purposefully.

Critical Analysis

According to Edward Said’s Orientalism, the use of the term “Barbarian”
is a misallocated conclusion of the Occident about the Orient. This
miscalculation always exists. The Occident is always attracted to the
Orient, but they never truly try to understand the culture of the Orient.

One of the greatest critical aspects we see is the presence of the “Other”
proposed by Immanuel Levinaz in all the texts. The slave-master
relationship is a binary that is found throughout all of them. The
Barbarians are the slaves while the White men are the masters. So the
slave becomes the “Other” to the master and vice versa. The other’s
attempt is to question his counterpart’s existence. Yet some faults can be
seen here as all the three tales are told from the coloniser’s angle only.
The colonised are mentioned in a somewhat passive manner. The “Power
Politics” ideas of Michel Foucault are acceptable in this situation too.
Power becomes a constant matter of discussion in this struggle between
the centre and the margin. The margin consists of the weaker sections
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while the centre is the collective centre of all power and authority. The
centre takes all important decisions and controls the margin.

The tendency of the “coloniser” to consider his “colonies” as barbarous is,
according to Frantz Fanon in his The Wretched of the Earth, a mental
disability. Fanon’s novel idea, “Collective Catharsis” or the purgation of
colonial mindset by a violent revolution is not seen in any of the texts.
The coloniser in all the texts is portrayed as an oppressor and the
colonised as the silent sufferer of this colonial hierarchy. It can be
considered as the inability of the coloniser to acknowledge the colonies as
equal to him in all respects. One other aspect is that the novel becomes a
representation of life. This is a view formulated by eminent critics like
Benedict Anderson in his book called Imagined Communities. Here the
“imagined community” of Coetzee becomes so real that we can link up
the various colonial experiences explained in the text to other works and
to other societies too.

The novel is the ideal portrayal of colonial hegemony over ordinary
people. A term reworked by the renowned critic Antonio Gramsci; it
means the superiority of a small group over a larger group. This is an idea
also discussed in The Empire Writes Back, the bible of post colonial
writing. Here hegemony exists at two levels. At the first level the
inhabitants of the small frontier province try to colonise the “barbarians”
or those on the other side of the frontier. This first level had physical
relations and consequences. The second level is rather a cultural or mental
hegemony. The few representatives of the Third Bureau make the whole
people think that the barbarians are their enemies. This second level of
hegemony is a more serious thing when compared to the first level. The
second level creates a permanent image of hostility towards the barbarians
or whoever are on the other side.

Unlike Coetzee, Conrad had no bad experiences with the colonial
machinery. Conrad was a Polish aristocrat who later became a naturalised
Briton. Coetzee was a Boer descendant of South Africa. The South
African whites considered them and the native black population through
the doctrine of “Apartheid”. What is common to both of them is the fact
that they also have a diasporic status like their characters and live in a no
man’s land without a proper identity. The magistrate or the “I” was
staying in this far off province for many years and now he is part and
parcel of that frontier town. Similarly Lawrence too cannot be contained
in a certain place of living. He was a wanderer due to the nature of his job
and his love for travelling. So a clear geographical place cannot be given
to both the characters.
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Conclusion

Whatever be the faults we find in Waiting for the Barbarians, the whole
text is so interesting that the reader is absolutely captivated by the
narrative. It is the intoxicating story of history. It is as T. E. Lawrence
himself says in one of his correspondences to Vivian Richards in 1923.
“You are intoxicated with the splendour of the story. That’s as it should
be. The story I have to tell is one of the most splendid ever given man for
writing”. It is as Conrad wrote in one of his letters to Henry James: “All
creative art is magic, is evocation of the unseen in forms persuasive,
enlightening, familiar and surprising” (np).

The story is so interesting that we find only in the end that all this is the re
interpretation of history. The history of the colonised in Waiting for the
Barbarians, history of the coloniser in Heart of Darkness and the history
of a man who has undergone some of these experience in Lawrence of
Arabia. The plot thickens so much that the reader is kept on haunted by
his role in the colonising machinery all over the world. If we use
Conrad’s words it will be as he says in the Heart of Darkness:

The Conquest of the earth, which mostly means the taking it away
from those who have a different complexion or slightly flatter
noses than ourselves, is not a pretty thing when you look into it
too much. What redeems it is the idea only. An idea at the back of
it; not a sentimental pretence but an idea; and an unselfish belief in
the idea-something you can set up, and bow down before, and
offer a sacrifice to . . . (62)

It is with these words that Edward Said starts his Culture and
Imperialism. This is the true essence of Waiting for the Barbarians and
also that of Lawrence of Arabia.

In a final concluding remark Chris Swister says that

You won’t see the birth of a one-man cavalry in a Coetzee novel,
guns blazing, exacting revenge on the torturous regime of the
Empire. You will, however, see a man willing to suffer for what
he believes in (Atwell 58).

This man of ideology - a man willing to suffer for what he believes in - is
a jeopardized entity. As Switzer says he can either be Christ or a fool. But
his actions are so powerful that they give the reader a thought to ponder in
his mind. This dream sequence in the final analysis lays a permanent
imprint in the hearts of the readers. The uncertainties are cleared and like
the magistrate or the “I”’; they too wake into a new world of real realities
and not virtual realities.
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Abstract: Comparative Literature has ever played quite silent but
a crucial role in the development of languages as well as the
societies all over the world. The importance of comparative
literature in the contemporary modern society is profound by the
implication. Comparison of one’s own language with another
broadens the view as well as the mindset of the people concerned.
Comparative Literature nourishes a positive attitude in people
towards the whole World, Nature, and Environment in every
perspective. The world famous Historical Romances ‘Ivanhoe’ and
‘Marthandavarma’ contain a number of environmental elements
worth consideration. A comparative approach in this respect
elicits a varied and vivid picture of the Flora and Fauna in both
the novels which developed its integral structure.
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Introduction:

Comparative Literature has ever played quite silent but a crucial role in
the development of languages as well as the societies all over the world.
From its very beginning till the moment, the service rendered by this
sect of the literature, moves along with the whole literary world but,
unaffected by the extravagance of it. The importance of comparative
literature in the contemporary modern society is profound by the
implication. One realizes the limitations of his language, only when he
gets an opportunity to compare his own language with another.' It
broadens his view as well as the mindset. Comparative Literature
nourishes a positive attitude in people towards the whole World, Nature,
and Environment in every perspective which forms an added advantage.

Environmental Elements in ‘Ivanhoe’ and ‘Marthanda Varma’:

The backdrop of the Historical Romances, ‘Ivanhoe’ and
‘Marthandavarma’ is wholly structured in natural settings or the
Environment. Except in few situations, the most important parts of both
stories happen in forests and open places. In Ivanhoe, the first chapter
describes a forest setting. The protagonist Ivanhoe and his protector, the
King of England Richard the Lion-hearted, had always been in disguise,
and wandering through the forests till the end of the story. Similarly, the
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protagonist in Marthandavarma, Anandapadmanabhan and his protector,
the King of Travancore Marthandavarma also had been wandering
through the forest in disguise, till the climax of the story. Since the
protagonists carry out their activities in the lap of Nature, the setting of
the novels had quite naturally been moving to the depths of the
Environment. For instance, it is quite curious to have a glance at the
natural forest scenes as depicted in the two historical romances. The
Sherwood Forest between Sheffield and Doncaster is the beginning scene
of ‘Ivanhoe.’

‘In that pleasant district of merry England which is watered by the river
Don, there extended in ancient times a large forest, covering the greater
part of the beautiful hills and valleys which lie between Sheffield and the
pleasant town Doncaster. The remains of this extensive wood are still to
be seen at the noble seats of Wentworth, of Warncliffe Park, and around
Rotherham. Here haunted of yore the fabulous Dragon of Wantley; here
were fought many of the most desperate battles during the Civil Wars of
the Roses; and here also flourished in ancient times those bands of
gallant outlaws, whose deeds have been rendered so popular in English

s3

Panchavankadu (Kalliyankadu) is unveiled in the opening scene of
‘Marthandavarma’.
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[‘The things which are stated in the beginning of this story were done in
a forest area. Since it is stated as a forest area, the Readers should not
think that it is a ferocious forest adorned with the musical toot of the
crickets and served with the animal race of Lion, Tiger etc. but to be
grasped as a small place filled with small trees and thorny plants and is
rarely trodden. That forest was not adorned with some rocky planes,
fragrant flowers or rivers. There were no other signs for that as a forest,
except the infectious beauty of the combination of some plants of a
human height, blossomed, borne with foul smelling flowers and some
huge trees of height as up to the Sky seen here and there. The black
Palmyra trees which were grown slender, seen like ‘green umbrellas

128



Assonance, No.17, January 2017

hovered in the procession of some dryads. A plant categorized as cactus
had prohibited with pride as if not to allow the growth any other trees and
plants there and seemed, rushed to occupy the entire space, even by
surrounding the black Palmyra trees. It was like because of the thought
that, if a place for bird and animal is not given, it would not be fair for
the public awareness, the forest had given refuge to birds like owl,
vulture and animals like Kadan and Kattukunnan.]

The central themes of Ivanhoe and Marthandavarma are so interspersed
with Nature. It is just like the lives of the rural folk of the time, so
bonded to Nature. The rest of the characters/people mentioned in them
enjoy Royal facilities, but have a close relation with the downtrodden and
thereby with Nature and hence the major parts of both novels happen in
open fields and forests. In both novels, this structure is prevalent
throughout and delineation of which would destroy the whole story. The
protagonist Ivanhoe in the beginning assumes the costume of a palmer
and partakes in the feast of the rich duke Cedric who was his father. But
he sits with the domestics and the ‘infidel’ Jew Isaac. Besides, the king
Richard in his pseudonym ‘Black Knight’ share food and drinks with the
wicked priest, Friar Tuck, and seeks help from the head of the thieves
Loxley in the midst of the forest. Anandapadmanabhan in
Marthandavarma disguised mainly as ‘Bhrandhan Channan’ (mad
‘Channan’) (Channan is a tribesman of Kerala) lives as a merry making
guy with the tribesmen ‘Channans’ and ‘Paraya’s. The King
Marthandavarma also assumes the costume of a Brahmin and lives in the
house of an ordinary peasant Mankoyikkal Kurup. The wandering of both
the kings Richard and Marthandavarma and their immediate helpers
Ivanhoe and Anandapadmanabhan respectively is through the wilderness
of the forest. Both the kings were moving relentlessly in the wilderness
to rescue their kingdom and their own lives from the crooked enemies.
The message here is very clear that only Nature can render ultimate
protection for even kings in distress.

Sherwood forests are the wandering places of the swine keepers Wamba
and Gurth and also the Chief of the robbers, Robinhood. At the same
time the forests commensurate the ways of travel of King Richard and
the place of his disappearance throughout. Besides, other major incidents
depicted in Ivanhoe happen in this forest which is comparable with those
of Marthandavarma. The heroines Rowena and Rebecca are being
kidnapped here. Development of the plan to attack the fort ‘Torquilstone’
and the attack of King Richard by his enemies happen in the Sherwood
Forests. The hermitage of the Friar Tuck is also nowhere else. The main
story of Marthandavarma happens in widespread open spaces as varying
from Padmanabhapuram, Charottu, Kalliyankadu, Manakkadu,
Kazhakkoottam, Kilimanoor, Attingal, Mavelikkara and even Madhurai.
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Panchavankadu or Kalliyankadu is the forest mentioned in the novel. But
many crucial incidents in it happen during night which facilitates an
atmosphere of wilderness in it. House of Mankoyikal Kurup is burnt to
ashes at night. According to chapter 14 of Marthandavarma, The
conspiracy of Ettuveettil Pillais’(Chieftains of ancient Nair families of
the time) against Marthandavarma is organized at night. The wicked acts
of Sundarayyan are mostly affected during night time. A number of local
places around Travancore as Sree Varaham, Perumthanni, Palkulangara
and rivers like Killiyar, Kottar etc. are also mentioned in the story as
various stages of conflicting moments.

Nature seems to get involved much in the activities of the characters of
both ‘Ivanhoe’ and ‘Marthandavarma’. In the first chapter of
Marthandavarma, Nature is found empathetic to the atrocious scene amid
the forest. Moreover, C.V. Ramanpillai passes over the message that
Nature joins with human beings in both happiness and sorrows. An
example reveals the fact.

£21B:M@MI0COMOS,WATNIUIT  al)BERal Bl aEEINeCmOT Weajserdss wllad
QDR aldh@N) Eh0ETNOA|SIN]. @2@:0unT0 s LTSN )M BACLINDEHEIERID TUMIDY
olow aflg) aomeom Eralelcmnlafleles)}m). (MmO FWEORIW & 1A IwoEd Mimamineosana)
SMEAIIN] QU EHEIM &SI MEERS)HS Myamsarag aslkmm) miumeniw] mlglaan)om). ado)
@M)o EWIHIMMIW] (WIEINI2UINGaTOMIE 2 laemmlEkean)om). exaloes aieolaloos
@IW WoN)EHTIAa00 B (Mo @RCUDISS DERLINOMMIE afdle DEaldddh)SIam 0INANImIo
el and@ @pdeLoo@ NS BMIANITRLeEm AdFomyan). oo dquonlmamin) @mosmowd,
mlEocove cwm laa)elc EREERISlo MEERISlo A0SR} alddlems)as alloe:Slems)jo Eaud
ajom)enE.

[The moon which arose with reddish embers when reached the heights
was found pale and changed demeanour. The clouds that move in the shy
left the speed and assumed a sluggish nature. The trees and greenery
remained still, avoiding their dances as if stunned to see some horrible
scene. Even the wind got afraid and became breathless. Only the foxes
the admirers of night, go on with their job without fail, performing with
musical ‘Raga’s and eulogize the greatness of midnight. As a rhythm to
the music, the flickering of the birds’ flight wandering here and there
with sleep hindered when got afraid is also heard.]

The change in demeanour of Nature when Sundarayyan walks off the
house of Ettuveettil Pillais’ with an information note from their meeting
of conspiracy is also notable. Likewise in Ivanhoe, the scene of Nature at
the hermitage is as according to the nature of the wicked priest, Friar
Tuck .

‘....an open plat of turf, on the opposite side of which, a rock, rising
abruptly from a gently sloping plain, offered its grey and weather-beaten
front to the traveller. Ivy mantled its sides in some places, and in others
oaks and holly bushes, whose roots found nourishment in the cliffs of the
crag, waved over the precipices below, like the plumage of the warrior
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over his steel helmet, giving grace to that whose chief expression was
terror. At the bottom of the rock, and leaning, as it were, against it, was
constructed a rude hut, built chiefly of the trunks of trees felled in the
neighbouring forest, and secured against the weather by having its
crevices stuffed with moss mingled with clay. The stem of a young fir-
tree lopped of its branches, with a piece of wood tied across near the top,
were planted upright by the door, as a rude emblem of the holy cross. At
a little distance on the right hand, a fountain of the purest water trickled
out of the rock, and was received in a hollow stone, which labour had
formed into a rustic basin. Escaping from thence, the stream murmured
down the descent by a channel which its course had long worn, and so
wanderedS through the little plain to lose itself in the neighbouring
wood....’

The historical novels are very essentially to be clasped with Nature and
Environmental background since the geographic structure has a crucial
role in the depiction of the ancient atmosphere in them. The influence of
Natural environment in which Walter Scott had lived has been extended
to his novels. He remembers the happiness in his feelings during the
travel through the spectacular world and places of great historical
importance. The stories of Robinhood as told by his grandmother and the
premises of the most beautiful and romantic village ‘Kelso’ in Scotland
had stimulated his romantic imagination as he records® of it. The scenes
of Nature and Environment had drawn the attention of C.V. also. The
stories he had heard in his boyhood had been marked in his mind. The
travel through the places in South Travancore where such incidents had
happened made him more industrious and those places of visit aroused
mixed feelings in him. Both Scott and C.V. Ramanpillai have never
hesitated to make changes in the thematic structure of their novels as
according to the romantic imaginations obtained from their visits to the
deep beauty of Nature and those awakened historical remembrances.’
C.V. had visited the places Velimala, Padmanabhapuram and Charod. His
biographer E.V. Krishna Pillai comments of it, “The mental constitution
of C.V. which depicted a unique historical world is generated as a result
of his experiences likewise.”®

As mentioned earlier, Nature seems to keep an interest in human
activities as seen in both novels. The humanistic approach of Nature
actually explicit the eternal relation in between. The humanisation of
trees and greenery are widely used for this exemplification. Besides, the
horror, jubilation and shrieks of even War fields seem transformed to
Nature. A typical example from Ivanhoe illustrates the fact.

‘The sun was setting upon one of the rich grassy glades of that forest,
which we have mentioned in the beginning of the chapter. Hundreds of
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broad-headed, short-stemmed, wide-branched oaks, which had witnessed
perhaps the stately march of the Roman soldiery, flung their gnarled arms
over a thick carpet of the most delicious green sward; in some places they
were intermingled with beeches, hollies, and copse wood of various
descriptions, so closely as totally to intercept the level beams of the
sinking sun; in others they receded from each other, forming those long
sweeping vistas, in the intricacy of which the eye delights to lose itself,
while imagination considers them as the paths to yet wilder scenes of
sylvan solitude. Here the red rays of the sun shot a broken and
discoloured light that partially hung upon the shattered boughs and
mossy trunks of the trees and there they illuminated in brilliant patches
the portions of turf to which they made their way. A considerable open
space, in the midst of this glade, seemed formerly to have been dedicated
to the rites of Druidical superstition; for, on the summit of a hillock, so
regular as to seem artificial, there still remained part of a circle of rough
uneven stones, of large dimensions. Seven stood upright; the rest had
been dislodged from their laces, probably by the zeal of some convert to
Christianity, and lay, some prostrate near their former site and others on
the side of the hill. One large stone only had found its way to the bottom,
and in stopping the course of a small brook, which glided smoothly
round the foot of the eminence, gave, by its opposition, a feeble voice of
murmur to the placid and elsewhere silent streamlet.”’

The dramatic and poetic depictions of Nature in both novels have been
appreciated in the level of a Prose-poem. The picturesque of the forest in
Ivanhoe is that of the evening whereas in Marthandavarma, it is at
midnight. Apart from these variations of time, both Scott and C.V. have
pictured Nature almost in the same way and with same demeanour.
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Charsa, especially the Dome community who are traditionally
basket makers. The playwright depicts the marginalization and
exclusion confronted by the people through focusing on the lives
of Maghai Dome, a water diviner, his wife Phulmani and their
son Dhura. This paper is an attempt to analyze how the different
forms of resistance are constructed within the play.
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Resistance is an integral part of power relationships, of domination,
subjugation and as such may be viewed from different ideological
viewpoints. Resistance in theory can be traced back to Antonio Gramsci’s
concept of hegemony and counter hegemony as discussed in Prison
Notebooks. Hegemony refers to the cultural, political and intellectual
processes related to dominant economic practices and activity within a
given society by which domination of one class is achieved over another.
Creating a counter hegemonic culture is part of any revolutionary project.
Michel Foucault observes power and resistance as not oppositional, but
sees domination and resistance not as binary but as integral parts of each
other.

The exercise of resistance can range from very overt and explicit forms
to more subtle and implicit everyday forms of resistance. Michel de
Certeau in his The Practice of Everyday Life portrays such covert forms
of resistance used as survival technique. “Lots of everyday practices are
tactical in this sense. They often involve victories of the weak over the
strong, via clever tricks . . . (xix). In James C. Scott also resistance
becomes the weapon used by the weak to survive. In Weapons of the
Weak: Everyday Forms of Peasant Resistance, he says, “it seemed far
more important to understand what we might call everyday forms of
peasant resistance- the prosaic but constant struggle between the
peasantry and those who seek to extract labour, food, taxes, rents and
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interest from them” (29). Vinthagen and Lilja suggest resistance as a
subaltern response to power; a practice that challenges and which might
undermine power. For them an alternative to some sort of intent or
consciousness of the resister is that the act against power is done by
someone in a subordinate position in relation to power.

Mahasweta Devi is a Bengali writer and activist who has devoted her life
entirely to fight for the oppressed and the marginalized. She discusses the
question of bonded labour, feudalism, state negligence and forceful
acquisition of agricultural land in her works. To Devi, as Bertold Brecht
famously said, “art is not a mirror to reflect reality, but a hammer with
which to shape it.” She portrays the pervasive tyranny and injustice in the
society and how the state apparatuses also collude with the system to
commit violence on vulnerable people.

Water is a play written first as a short story and later dramatized so as to
reach the target audience more easily, which was translated into English
by Samik Bandyopadhyay and included in the collection Five Plays
(1972). The play portrays the life of the people of Charsa, especially the
Dome community who are traditionally basket makers. The playwright
depicts the marginalization and exclusion confronted by the people
through focusing on the lives of Maghai Dome, a water diviner, his wife
Phulmani and their son Dhura. The villagers are reduced to poverty
because of the machinations of Santosh Pujari, the village landlord who
is in compliance with the Government officials and the police. The
school teacher Jiten plays a pivotal role in fighting against the manifold
oppression that they are subjected to.

This paper is an attempt to analyze how the different forms of resistance
are constructed within the play. One may find horizontal rather than
vertical forms of resistance in the play. The lives of these people become
a continuous and relentless battle against the caste system which does not
give them even the status of animals. Their very existence is a saga of
resistance to the myriad forces which exploit and oppress them. They
cannot draw water from the public wells because of the caste system that
has oppressed them from time immemorial. Even though wells are dug
with the financial assistance of the government meant for the peasants it
is the landlord who takes benefit from it. He uses them even to wash his
cattle, but never permits the lower castes to draw water from it.
Resistance, though feeble, comes out from Phulmani, “No. We’ll draw
from our Panchayat well; we’ll not let your cattle be washed there” (104).
The Gramscian notion of hegemony where they are oppressed with their
own consent is portrayed by Devi when Santosh convinces them that
water will be polluted by their touch. “But, Maghai, we worship our gods
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in our houses and you eat pigs and fowl. Now tell me, isn’t the water
polluted if you touch it?” (104).

Resistance is constantly present in the unconscious of the oppressed; it is
articulated only when the hegemony becomes unbearable. The play
presents the people of Purulia suffering the injustices meted out to them
by Santosh even though they know about his fraudulence. It is very
evident in the discussion among the villagers when they wait to meet
Santosh to complain about the government relief. Their resistance takes
an organized form only at the end of the play when they build the dam to
solve their most grievous issue- scarcity of water.

Power is central to hegemony and resistance in Foucault’s opinion.
Santosh Pujari, the village landlord receives the relief fund and rations
meant for the people, hoards and trades the drugs that the government
sends for them. As Frantz Fanon in The Wretched of the Earth says, “the
national bourgeoisie step into the shoes of the former European settlers”
(122). Santosh builds new houses, becomes wealthier and brings new
labourers from town to defeat the locals at a lesser rate. This of course
draws resistance from the people and Phulmani calls him “the
government’s son-in-law.”

The explicit and implicit forms of resistance are simultaneously present
in the play. Most of the villagers and Maghai in particular represent the
implicit resistance, where though aware, they are not able to come up in
direct confrontation of the power vested in Santosh due to his caste and
position in government. Though Dhura forbids him from divining water
for Santosh after all the refusal to help them during drought and the
failure of the officers brought by Santosh from town to locate
underground water sources correctly, Maghai again finds it his duty to
perform his job as a water diviner: “How can I refuse to come for a job
that’s been handed down to me by my ancestors, a job that I owe to my
caste?” (115). He finds the job itself as a way of resisting Santosh’s
hegemony, where a Dome like him becomes an unavoidable factor and
Santosh has to depend upon him for spotting out the accurate location for
a well. Moreover, he considers himself as the “Bhagirath of nether
Ganga,” who has the mysterious power which any superior officer cannot
have.

But Dhura, his son, represents the explicit form of resistance. He is more
revolutionary in his concepts; thinks more visible resistance is necessary
and confronts Santosh in almost all issues. He is daring enough to say:
“All your words are hypocrisy, Pujari Babu, not a word comes from your
heart” (113). Dhura is indignant at his father for divining water for
Santosh. It is under his leadership that people demand and win fifty paise
per head as wages instead of the thirty proposed by Santosh. He even
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helps the three Naxalites at the beginning of the play. As Maghai himself
says: “My son Dhura is quick to anger, has the scorpion’s doggedness.
Hounded by the police, three Naxalite babus had been hiding in the
bamboo thickets at the bend of Charsa. Dhura would carry cooked rice
and water to them” (127). The presence of the Naxalites also provides a
glimpse of the explicit form of resistance.

Myths and rituals can be a people’s ways for cultural resistance.
Maghai’s myth of the nether Ganga and his ancestor getting a special
boon from her to find out the water lying hidden in the earth can be read
in that aspect. The ritual related to divining the water is also another
instance for “the resistance through rituals.” Maghai succeeds where the
officers who were brought by Santosh from town fail in the mission. The
songs that the women sing for rain and that the people sing as a chorus at
the building of the dam also provide a glimpse of the way they resisted
the dominant culture of hegemony through their own rituals and practices
just like the Blues were a means of resistance and survival for the African
Americans.

A strong streak of female resistance runs throughout the play. Usha
Bande observes in Writing Resistance: “women's resistance has several
important features like women's own courage and determination in the
struggle against oppression, deriving from their view of themselves as
strong and powerful people . . .” (14). Managing the household becomes
a challenge with the unavailability of water. The women resist the
oppressive systems through getting water by digging holes in the banks
of the river Charsa. Phulmani says, “These two hands of mine are full of
sores, Santosh, all from scratching about the sands of the Charsa for
water.” It is Phulmani who raises her voice against Santosh in many
occasions where the men are feeble in protesting. It is she who calls
Santosh “the government’s son-in-law.” She goes to the extent of
denying the existence of a God because “Else how’d Santosh have all
your water, your gift to all living creatures?” (106).

In Weapons of the Weak: Everyday Forms of Peasant Resistance, Scott
talks about:

ordinary weapons of relatively powerless groups: foot
dragging, false compliance, pilfering, feigned ignorance, slander,
arson, sabotage and so forth. These Brechtian forms of class
struggle have certain features in common. They require little or
no coordination or planning . . . they typically avoid any direct
symbolic confrontation with authority or with elite norms. (29)

We see these “commonplace forms of resistance” in Water in the first
scene where Dhura helps the Naxalites to escape and when caught by
Santosh, fools him by having a drinking spree and bluffs the police also.
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Avoiding a direct confrontation with the authorities, the resistance of the
villagers takes very strange forms like even stealing water in the night
from the well sometimes.

In Prison Notebooks, Gramsci sees organic intellectuals as indispensable
elements in the revolutionary struggle. Ideally, though, the masses should
be entirely self-emancipating, the assistance of intellectuals is imperative
in his opinion (6). The “organic intellectual” who helps the people attain
critical self-consciousness in this play is Jiten, the schoolmaster. He plays
a decisive role in the uplift of the villagers, urges them to send their
children to school for education is an effective means of resistance, meets
the SDO with complaints about Santosh, and finally, when everything
proves to be futile, prompts the people to build the dam and provides
them guidance. Though “an educated Mahishya by caste,” he takes
particular care in providing the Domes and Chandals education and
makes them aware of their right to have schooling. “Free books, slates,
copybooks - students in the primary schools are entitled to all these. But
to know that you have a right to all this you have to have a schooling.
Don't you see that?” (122).

The implicit forms of resistance finally get organized and become
explicit as is visible in the transformation that occurs in Maghai. He
emerges as a leader of the oppressed and becomes a legend by being a
martyr. The oppressive systems usually collude with police to subvert the
resistance practices of the oppressed. The culmination of all the forms of
resistance running throughout the play can be seen in the building of the
dam using boulders; it should be noted that it is not a solid brick and
cement dam. The resistance of the people is always in harmony with
nature; it is not meant to destroy it. The destruction of the dam, the dream
of the oppressed, by the police and SDO, under the initiative of Santosh
leads to the mobilization of the subaltern resistance and comes out as
violence. Maghai asks everyone to move forward and attack the police:
“No-0-0-0. Forward, everyone! We hold the Great Mother's pole in our
hands, we'll crush the bastards with this pole” (145). He exhibits
unprecedented courage and his resistance culminates in his sacrifice of
his life itself. “It's the Bhagirath of the nether Ganga here, wife. I can't let
them carry me as a corpse into their bloody morgue. My last journey will
be with the water” (146). The unconquerable spirit of resistance
underlying even the death of the oppressed comes out in these words of
Maghai. The martyrdom of Maghai makes him a legendary hero in the
minds of the people for ever which will continue as a source of
inspiration for all the resistance efforts of the future.

Domination and resistance are interrelated and they inevitably lead to
social conflict, making social dynamics the prime cause of qualitative
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change in life. The life of the common people, the underprivileged all
over the world, is a saga of resistance as they have to fight the power and
hegemony exercised by the ruling class continuously. As Scott says, “It
is no simple matter to determine just where compliance ends and
resistance begins, as the circumstances lead many of the poor to clothe
their resistance in the public language of conformity” (289). The
everyday existence becomes a tale of subversion where they have to
resort to different forms of resistance. Mahasweta Devi’s play Water
becomes an apt example for the manifestation of these explicit and
implicit forms of resistance which are horizontal in nature.
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Abstract: The partition of Hindustan into the two sovereign states
of India and Pakistan is one of the brutal events in the history of
human life in the Indian subcontinent. It is an extreme example of
human cruelty in the name of religion. Hence, it is more tragic
and heart rendering. However, this tragic incident has hold the
attention of the creative imagination of many writers across India
and Pakistan. They all attempt to recreate or represent this
heinous event through different points of views with the common
purpose of focusing on the human barbarity and the communal
fury. The present paper studies Indian and Pakistani novelists
Khushwant Singh and Bapsi Sidhwa's treatment to the issue of
partition in their selected novels. Moreover, it also focuses on the
patterns of representation of the human suffering during the
tumultuous period of history of the Indian subcontinent. Further,
the paper also focuses on the self-reflexive approach which
emphasizes the literary afterlives of the massacre of people
belonging to different religions and communities. Simultaneously,
the paper also raises various subtle questions or issues related to
the human mortality and social responsibility.

Keywords: traumatic past, literary afterlives, tumultuous,
barbarity, self-reflexive etc.

The issue of partition of Hindustan into India and Pakistan has caught
attention of many from India and Pakistan. The memories of partition are
remembered and judged for at least seventy years through different ways.
It has found much space in literary writing as well as cinematic depiction,
which significantly focuses on various phases of the massacre including
the issue of refugees, the socio-political and religious scenario during,
and after the partition and significantly the bloodshed and inconveniences
faced by people belonging to different religions such as Hindu, Muslim,
Sikh, and Parsee. Khushwant Singh, Chaman Nahal, Manohar
Malgonkar, Bapsi Sidhwa, Bhishma Sahni and many more have
portrayed the theme of partition artistically as well as comprehensively.
The fictional narratives focus on the politico-historical aspect. They
portray both the human and political problems. Moreover, they also act
as critique of the political history and give insights of the reality.

The partition divided the country and also influenced the social and
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communal relationship. The boundaries were demarcated hastily between
the two countries. The problems of millions were ignored by the power-
hungry leaders. It was a big traumatic experience for people. In the
‘Introduction’ of Stories about the Partition of India Alok Bhalla opines,
“the partition of the Indian subcontinent was the single most traumatic
experience in our recent history” (Bhalla 3).

Khushwant Singh and Bapsi Sidhwa have a significant contribution in
the canon of English literature and more precisely in the Commonwealth
writings. Their works are more concerned about the significant social,
political, and religious concerns of the people from Indian subcontinent.
The paper studies Khuswant Singh's Train to Pakistan (1956) and Bapsi
Sidhwa's Ice-Candy Man (1988) in which the issue of partition is the
common base. It is interesting to study the treatment to the national
history and the representation of political events; the focus is also on the
political consciousness.

Before I begin my paper, it is worthwhile to narrate the plot of the two
selected novels in short. Khushwant Singh's Train to Pakistan opens with
the description of a fictional village named Mano-Majra, which is near to
the border of India and Pakistan. It is predominated by Muslims and
Sikhs. The peace of the village is broken with the announcement of the
partition. Familiar faces become strangers. Hatred is being generated
among people. Sikhs hate Muslims and vice versa. Despite in the
outskirts, rumours have disturbed the serenity of the village. Though the
governments of the newly formed countries have planned to shift
Muslims to a refugee camp, from where they can be send to Pakistan,
many are unwilling to leave the village, where they have been born and
brought up. As the news comes to them, they start to discuss: "What have
we to do with Pakistan? We had born here. So, were our ancestors. We
have lived amongst (Sikhs) as brother" (Singh 126). But, soon the social
scenario is changed with the arrival of religious agitators who instilled
hatred in the Sikhs for Muslims with the news of mass murder of Sikhs
by Muslims.

Train to Pakistan is the first comprehensive literary narrative of the
partition in the Indian literature in English. It narrates the most turbulent
phase in the political history of India. It depicts the impact of the
partition on a village community along with a romantic tale of love and
adventure. In the novel the train is a very significant symbol which
obviously symbolizes migration with a savage connotation.

The arrival of a ghost train from Pakistan has manifested the communal
fear and prejudice among people. The antagonism between the Sikhs and
Muslims haunts the mind of the people. In such holistic situation the
priority of the Mano Majran is to accommodate the Hindu and Sikh
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refugees from Pakistan and provide security to Muslims with whom they
lived from many generations. Juggut Singh saves the refugee train at the
cost of his own life. Muslims too are strongly hurt by the Lambardar’s
decision of evacuating the village. Sikhs try to save their Muslim friends
from the revengeful refugees. Khushwant Singh describes, “Sikh and
Muslims villagers fell into each-others’ arms and wept like children”
(Singh 149). The novel portrays the emotional bond between the two
communities. It also emphasizes the unbreakable human bond with the
land.

Bapsi Sidhwa is a leading Pakistani English language novelist. Sidhwa's
Ice-Candy Man (1988) recreates the memories of partition more
passionately. The novel depicts the evil done in the name of religion,
which is encouraged by politicians in which ordinary people become the
merciless victims of the riots that happened after the partition. The story
is narrated by eight-years old polio affected Parsi girl named Lenny.
Sidhwa adopts her as a persona to narrate certain historical details.
However, it appears more genuine and objective. On the other hand, it
raises the issue of authenticity. Throughout the novel Sidhwa depicts the
massacre of Muslims by Sikhs and Hindus. Furthermore, the novel also
describes the separation of people on the basis of religion which has
threatened the social and communal harmony. Sidhwa allegorically
describes the mindless violence of partition.

Sidhwa uses her novel to correct the injustice to her country either
through misrepresentation or injustice done to Mohammed Ali Jinna. It is
the deliberate attempt to destroy the established image and re-establish it
to suit the purpose. In an interview to Montenegro Sidhwa reveals:

At least, I think a lot of readers in Pakistan, especially with Ice-
Candy-Man, feel that I have given them a voice, which they did
not have before. They have always been portrayed in a very
unfavourable light. It’s been fashionable to kick Pakistan, and it’s
been done again and again by various writers living in the
West.... And I feel, if there is one little thing I could do, it’s to
make people realize: We are not worthless because we inhabit a
poor country that is seen by Western eyes as a primitive,
fundamentalist country only. (Dhawan and Kapadia 14)

Moreover, the novel presents Mohammed Ali Jinnah in a more positive
sense unlike Gandhi and Nehru. Jinnah is portrayed as a man of
constitution as well as an ambassador of Hindu-Muslim unity. On the
contrary, Mahatma Gandhi is portrayed as inconsistent and a biased
politician who only spoke what suited him. Even the child narrator Lenny
presents many funny observations about his weaving and digestive
problems. He is described as “an improbable mixture of a demon and a
clown” (Sidhwa 87). It appears to be a deliberate attempt from the author

141



Assonance, No.17, January 2017

to change the image of Jinnah and hold Gandhi responsible for partition.
Inspector General Roger also blames Gandhi and Nehru as responsible
for the partition and not Jinnah, because they rejected Lord Wavell’s
suggestion of an Interim Government with a majority Congress
representation. He says “those arrogant Hindus have blown the last
chance for an undivided India... Gandhi and Nehru are forcing the
League to push for Pakistan!” (63)

Here, in the completely holistic situation we do not find any significant
role of the government to control the situation. They only let the things
happen. The law and order, which are supposed to be maintained by the
government, completely neglected. A handful of sensible people could
not stop the bloodshed instead; they appear confused and more orthodox.
In Singh's Train to Pakistan "Freedom", says one of the villagers "is for
the educated people who fought for it. We were slaves of the English,
now we will be slaves of the educated Indians or the Pakistanis". (Singh
48)

The novel Train to Pakistan depicts the issue of partition from the social
and humanistic points of view through the perception of various
characters. Here, Singh is quite distinct from Sidhwa that he presents the
massacre as not only individual's fault but also a social phenomenon
irrespective of religion. In the beginning itself it is made clear that the
partition and bloodshed are not any particular group's fault but a painful,
unpleasant and unforgettable socio-political trauma. Singh describes:
Muslims said the Hindus had planned and started the killing.
According to Hindus, the Muslims were to blame. The fact is, both
sites killed. Both shot and stabbed and speared and clubbed. Both
tortured. Both raped. (Singh 01)
The peaceful routine life is the strength of the society which is
completely changed after the decision of partition. The most significant
aspect of the story is that Singh does not idealize or glorify the pre-
partition days. By depicting the murder of Lala Ram Lala, a Hindu
money lender, Khushwant Singh portrays the darker side of the life in
Mano Majra, which appears more objective and fair. The significant
thing about Khushwant Singh is “his disillusionment with the event has
been portrayed without his personal anger” (Gundur 77).

Singh's Train to Pakistan not only depict the horror and bloodshed
spurred during and after the partition but also sheds light on various
humanistic dimensions instead a political issue. Hence, it appears more
comprehensive and becomes a social document with a sense of reality.
Moreover, the novel also provides a social and cultural understanding of
particular time and place. According to K. C. Belliappa in Train to
Pakistan “the treatment is sociological” (Gundur 81). It emphasizes
much on the community tragedy than an individual. The individual story
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is parallel to the community story without inserting too many violent
scenes. [t becomes a tragedy of a situation.

On the other hand, Sidhwa's analysis appears more subjective and seems
a deliberate attempt to counter the so-called Indian version of the
Partition. She attempts to provide the other side of the massacre through
subjective representation of Sikh and Hindu as bloodthirsty without
offering appropriate exposure to them. Sidhwa presents Muslims at the
receiving end more sympathetically and subjectively by neglecting the
objective purpose of the literary representation of the social reality. She
narrates the Pakistani version of the partition. Instead, a balanced view it
is more self-reflexive and one sided to suit the present political concerns
rather than the truthful representation of the reality. It is a Pakistanization
of the issue of partition. In words of Foucault, it is a kind of 'counter
memory' to challenge the established perception.

Thus, in Ice Candy Man the presentation of history of partition has a
certain political purpose and also a public usage. Hence, it is not a
balanced presentation of events. Many events are presented through one
particular-Muslim point of view and also many details are neglected or
omitted by having focus on certain details which seem to be in favour of
the particular community. But all these details have also an equal
importance as the presented one. However, we can’t deny the view as
pointed by Asaduddin that “Fiction also provides us competing versions
of truth, multiple points of view and thus leads us to richer and more
nuanced understanding of events and people” (Asaduddin 314).
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Abstract: This article looks at the representation of scarred and
ruined landscapes — scarred forests, ruined cities, dilapidated
factories and abandoned mansions and houses in Romesh
Gunesekera’s Heaven's Edge. It argues that the presence of such
spaces in the literary landscape painted by Gunesekera serves as
symbols of both the past which can no longer be recovered, as
well as symbols of violence, fear, injustice, survival, etc.. These
spaces also imply the ruination of lives of people who live/lived in
them and the destruction of nature caused by war. The article
focuses on how Gunesekera contests the prevalent notion of Sri
Lanka as a locus amoenus or an ideal paradise by establishing Sri
Lanka as a site of violence by using the images of ruined and
scarred landscapes.
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For most Sri Lankan writers writing after the civil war, violence has been
a major theme in their writings. It is about an age of violence that they
write. Contemporary Sri Lankan writers consider it important to come to
terms with the civil war in Sri Lanka that lasted for more than a quarter
of a century and damaged the country, its people and its image. Sri
Lankan expatriate writer Romesh Gunesekera’s texts are dense with
metaphors and images of post-colonial and post-war landscape scars —
barren grounds, ruins, caves, abandoned and perhaps forgotten villages,
dilapidated factories, fading towns, etc. which bear tales of the society’s
dreams, achievements and resistance. These scarred landscapes — the
decaying structures left dispersed across geographies, highlight the
fragility of cultures and the effects of violence.

The use of the word “scarred” (derived from “scar”) seems relevant here
as a “scar” generally implies a reminder, “a mark left on skin or within
body tissue where a wound, burn or sore has not healed completely” or
“a lasting effect of grief, fear or other emotion left on a person’s
character by an unpleasant experience.” Therefore, scarred landscapes
refer to those landscapes which convey ambiguous and complex histories
about fear, injustice, survival, violence, resilience and courage.
Gunesekera’s Heaven's Edge focuses on the interrelation between shared
pasts and the physical structures that reminds us of those pasts.

Romesh Gunesekera, who was born in Colombo in the year 1954, but has
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lived in Britain since 1972, is an expatriate writer whose writings are
interpreted to be mostly about Sri Lanka. Gunesekera, in his writings
draw the attention of the readers to the landscape of Sri Lanka. In his
novels like Reef, The Sandglass, Heaven’s Edge etc., Gunesekera uses
various motifs from the landscape of Sri Lanka like the sea, the reef,
colonial houses, etc. But what set Heaven’s Edge apart from
Gunesekera’s other texts is his strong interest in the scarred topos in the
novel. In fact, the island in Heaven's Edge features “achingly beautiful
natural wonders and achingly brutal human-made destruction” (Mallot
115). The novel begins with the narrator praising the island for its beauty,
but the very next moment, the initial description of beauty is contrasted
with images of “dead urchins” and “broken crabclaws” which he saw as
he climbed up the stairs of the hotel. Images of dilapidated ruins and
mansions find special mention in the novel. In Heavens Edge,
Gunesekera recreates the mythic fall in the Edenic garden. He re-
imagines Sri Lanka as a post-war dystopia which in the novel is
presented as an unnamed devastated tropical island.

Heaven's Edge is a story of quest. It tells the story of Marc, the narrator
in the novel, who comes to the island from London in search of his
father, or perhaps in search of himself. His father, Lee was a RAF pilot
who was shot down on a mysterious mission to the island. Marc is
constantly haunted by the memories of his father and other family
members like his mother, grandfather and grandmother, and he decides to
unravel the secrets of his family in the island. In the island, which is
almost devastated, Marc meets the eco-warrior Uva and falls in love with
her, but because she was a secret farmer, she becomes the target of
dangerous kidnappers. Marc after that sets out to find his lost lover. Thus,
eventually, the story is also about Marc’s quest for Uva, which takes him
to mystical and lapsed lands, underground caves and eerie colonial
mansions.

Gunesekera, in Heaven's Edge, contests the prevalent notion of Sri Lanka
as a locus amoenus or an ideal paradise. There are several myths which
reinforce the fact that islands are ideal places for inhabitation. Melanie
Murray points out in her study that “islands are typically represented in
colonial and pre-colonial literature as paradisal and pastoral” (ix). In
Island Paradise: The Myth, she traces the development of such
perceptions of islands as paradise/paradisal from the early travel
narratives up to 19" century imperialism. She shows how many 19"
century texts perpetuated the ideal of England as an island in terms of a
rural idyll and how this idyll was transported to other distant lands,
specifically islands, so that these islands can remind one of England.
Both oral tradition and written literature in Sri Lanka, which consists of
accounts of travellers and British nationals, army officers and civil
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servants represents islands as shadows of England with England as the
centre. Murray cites the example of poems like “The Spell of the
Tropics” (1929) by Bunbury, “Islets Mid Silver Seas” (1929) by Clarke,
and “Barbados” (1754) by Nathaniel Weekes in order to show how
islands are looked at from an extremely romanticized perspective in
colonial discourse and are often portrayed as shadows or replications of
England. Melanie Murray further highlights that the idea of paradise is
associated with legends, for instance, the legends of Adam’s peak,
documented in traveller’s tales and accounts. Sri Prada, which is
considered to be the highest mountain in Sri Lanka is called ‘Adam’s
Peak’ due to the belief that Adam and Eve came to that place after they
had been banished from the Garden of Eden. In fact Sri Prada is a sacred
site for all the four prominent faiths in Sri Lanka: Christian, Buddhist,
Hindu and Islam. Hindus believe a large footprint left there is that of God
Shiv, Buddhists believe it is that of Buddha, Christians believe it to be
that of St. Thomas and Muslims believe that to be of Adam. Such myth
about the place circulates the idea of Ceylon as the place closest to
heaven. In Heaven's Edge too, Marc decides to come to the island lured
by his grandfather’s stories of its beauty and his father’s fascination for
the place. Marc’s grandfather, Eldon, had very fond memories of the
island and he recollected the memories of picturesque landscapes like
that of “an ancestral home in the so-called-low-country: a farm cottage in
a 20-acre coconut estate where he spent his holidays” (Gunesekera 8);
“sand gardens with lantana shrubs and bougainvillae [and] hundreds of
butterflies” (Gunesekera 8). The place was nothing less than a paradise
for Eldon as he claims, “I loved the place, my little Eden, so much more
than the big manor house that our lot liked to pretend was the family
heritage” (Gunesekera 8). Marc’s ideas of the island is, to a great extent,
influenced by Eldon’s memory of paradise which brings to one’s mind an
image of perfect beauty which is further enhanced by the myths which
Marc had heard about the place as a child. He had heard that “it was here
that the first human drowned and ascended to become a god or, according
to others, where the first couple — Adam and Eve — were expelled to
become real lovers, descending on steps of mortal confetti; their loins
swollen, their fingers entwined, their lives ignited” (Gunesekera 93-94).
Interestingly, Marc’s father, Lee had also met his wife in that very island
and Marc also later meets Uva in the same island.

Gunesekera traces the transformation of the Sri Lankan landscape from a
site of picturesque beauty to a site of sublime desolation. In Heaven s
Edge, Marc, with his gaze of a tourist, from the very beginning,
disappointingly finds a landscape already much destroyed and in decline.
His hope to find Eldon’s “pearl of an island” is shattered as he lands in a
dry and barren landscape filled with decrepit hotels, deserted houses and
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villages, distressed women, hopeless children and uninhabited jungles.
His doubts are confirmed after he meets Uva, when Uva tells him about
the violence carried out by the military to destroy farms and the
environment. Marc begins to ponder if that was the same place which
Eldon was so nostalgic about, and his father so loved that he was ready to
sacrifice his life for it. Marc does not find the “paradise” he had expected
to find upon his arrival, instead, he finds a very barren landscape.

Scarred Nature

As A. Storm would have it, “scars, wounds and other organic metaphors
have been used in heritage or societal contexts primarily to describe
large-scale transformations of natural landscapes, like hydropower plant
dams, or traces of painful events like bombings” (4). In Heaven's Edge,
Gunesekera presents a landscape scarred by war. He mentions
environments which had been deliberately destroyed during war and
which includes nature. Gunesekera touches upon the theme of the
relationship between war, nature and environment, and in the novel,
elements of nature like the forests, gardens and wildlife are presented as
ruins of a more glorious past. Nature becomes a site of political and
military conflict and a “victim” of warfare. Uva, Marc’s girlfriend is a
forester who struggles to conserve the forest resources in the face of
heavy military demands, and armies who plundered forest resources and
turned the woodlands into terrains for military manoeuvres. She manages
a hidden forest and tries to reconstruct the damaged environment and
preserve wildlife. What Gunesekera does is along with an emphasis on
the human experience of war, he also highlights the sufferings of nature.
Nature is given the extent of human suffering and tragedy during the war.
War becomes yet another indicator of just how far humans have fallen
from the Edenic “state of nature”. He looks at Nature as a casualty of
war. In a desolate landscape Uva with her efforts to redeem the lost
beauty of nature stands as a symbol of the lost past itself. The loss of
Uva, for Marc, implies the loss of the only way through which Marc
could have had access to the glory of the past.

Ruined Cities

When Uva goes missing, Marc sets out to find her which first takes him
to Maravil, a town, which is nothing less than a chthonic space.
Gunesekera fashions Maravil after one of the postcolonial cities in Sri
Lanka. Gunesekera writes that “most of Maravil had been built quickly
after the older cities of the province had been destroyed” (53), suggesting
that Maravil is literally built on top of ruins but there is nothing aesthetic
or beautiful that was reborn from the ruins. Rather, Maravil is a town of
“identical cheap concrete blocks” where there is a market place and an
underground mall which is a crowded place and where all types of illegal
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activities take place. Marc lands at Maravil in search of Jaz, Uva’s friend,
hoping that he would have some information about the whereabouts of
Uva. Jaz is an effeminate who works at a bar and Marc’s search of Jaz,
takes him to the juice bar in the subterranean shopping mall. Maravil as a
space bears the hallmarks of a chthonic space. Uva had told Marc before
that Jaz, no matter how much he tries, can never free himself from
Maravil and his occupation there. Gunesekera plays around with the idea
of a postcolonial city built upon the remains of a colonial city and how
the postcolonial city is actually a palimpsest of a messy colonial history
as the city becomes the centre of dominance, authoritative administration,
policing and regimes of surveillance. The postcolonial city as an artefact
from the past is a site of instability, social disparities and rebellion. The
character of Jaz can be looked as a victim trapped in the folds of a faulty
culture which believes in dehumanization of the weak. Walter Benjamin
says that the modernist city could best be understood in terms of
commodification, a process that was engulfing everyday life and
experience under capitalism (Varma 3). Maravil too can be looked at as a
city where the spectacular and seductive arrangement of commodities
and bodies for consumption of the powerful comes from the exploitation
and humiliation of the weak. Jaz is also forced to work for reasons of
livelihood and security in such a profane underworld. Gunesekera writes,

Inside, scarab lamps burned in a dozen miniature alcoves. As my
eyes adjusted, I made out a cluster of young men and women,
preening and clucking. On a small mirrored stage, a troupe of
nubile, genderless creatures with shaven bodies gyrated to the
relentless noise of a dance machine. (64)

In such a city, labour assumes the form of fashionable things in the
market place. However, it cannot conceal the dark side of urban life — of
lives lived in slums, brothels, factories and bars.

Ruined People

After moving out from Maravil, Marc and his two friends, Jaz and Kris
head out in their old cruiser towards a place called Farindola. On their
way to Farindola, they first reach a cave which serves as their refuge,
then an abandoned and plundered village and after that a deserted tea
factory. Each one of these spaces can be looked as symptom and
substance of violence’s destructive force and the fragility of cultures. The
cave was a ruin and it provided an image of a vanished past that is
beyond repair. And although the cave was a refuge for them, it could not
be a refuge for the “past”. Ruins here take the shape of a space which
makes us forget about the past, and that which makes us lose sight of
history altogether.

Again Gunesekera, as he paints a post-war dystopia, emphasizes not only
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on ruins but also on ‘ruination’. ‘Ruination’ is a term coined by Walter
Benjamin which helps look at ruins not as passive or static forms but as
an active process. In fact if we look at the term “ruin” as a verb —“to
ruin”, its meaning would be “to inflict or bring great and irretrievable
disaster upon, to destroy agency, to reduce to a state of poverty, to
demoralize completely” (Stoller 9). So, ruins instead of being looked at
as memorialized monumental “leftovers” or relics can also be looked at
as to what people are left with: to what remains. Thus, the ruined
landscapes also imply the ruination of people’s lives. Ruins as the
“leftovers” are the aftershock of violence that hampers people’s
livelihoods and health. In their quest for Uva, they come across some
children who were hiding in the jungle because of attacks. The boy,
Ismail, tells them their story. According to the boy “there were about
seventy of them in a settlement. Some were refugees from the village,
some from others. Mostly children. They lived in woven huts which they
dismantled and shifted from time to time, whenever smokeseed poisoned
the air, or wailing. He had no idea how long they had lived in this
makeshift manner” (Gunesekeral03). The women in the village also told
them how their villages were plundered, granaries and fields bombed,
men killed, women raped and children deformed by the army. In order to
sustain themselves they have to plant rice and vegetables under
removable camouflage thatch. The children were forced to become
“secret farmers” and all of them were scarred with pain and trauma. The
ruination reveals itself in the deformed bodies of children and women, in
the poisoned soil and scarred nature. The traumatised women and the
deformed children are the “rot remains” of violence. Walter Benjamin
had called upon his readers to think about ruins as “petrified life”, as
traces that mark the force of destruction. To speak of ruination of
violence is to trace the fragile and durable substance of signs, the visible
and visceral senses in which the effects of violence are reactivated and
remain. Gunesekera highlights how the effect of violence was more
violence. The children of the abandoned villages had no other option than
to gather “the mutilated remains” of their being and build another violent
group of children in order to fight violence. When they met the little boy,
Ismail for the first time, they saw how instead of wearing a shirt, “he was
wearing torn khakhi drills and grubby Shanghai trainers. He had a belt of
bullets masking his narrow waist and a brown rag wrapped around his
head” (Gunesekera 102). They were “condemned to destroy their
progenitors, or remain fractured themselves forever” (Gunesekera 109).
Gunesekera dramatizes the loss of innocence in the children as he
portrays the children role-playing games of war. Marc’s gaze is therefore
not the introspective gaze of Europeans on ruins, rather, it is a gaze at the
lives of the people who live on them. Marc despite being a foreigner in
the island, his “way of seeing” the landscape of ruins is not one of
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melancholic gaze or the wistful gaze of imperial nostalgia to which we
turn but of one, who feels consumed or conquered by the destruction.
Gunesekera uses “ruins” and “ruination” in order to critique the system
which does not consider the security of lives, defence of the weak and
marginalized.

Farindola: a beautiful ruin

Against the backdrop of war and devastation, Farindola evolves as a rare
beauty which Gunesekera might have used in order to make the readers
ponder on the possibility of preserving the past. Farindola can be looked
at as a ruin that can remind us of the beautiful past. It is a ruin that
provided a favoured image of a vanished past. Simmels in his study of
ruins suggests that we can be so fascinated with a physical ruin that “a
work of man appears to us entirely as a product of nature” (261). Walter
Benjamin had also grappled with the concept of “ruin gazing”. He had
implied in his work that the aestheticization of ruins is unavoidable, that
we are bound to be seduced by the beauty of ruins. For instance, toward
the end of the 18" century, the excavation of Pompeii uncovered murals,
ruin paintings which made Poussin’s landscape seen like faint echoes.
Pompeii, the city of Roman “decadence” quickly became one of
romanticism’s favourite sites of ruin gazing. After landing at Farindola,
both Marc and Jaz thought that they have arrived home. Marc even
thought that may be finally he has landed at Eldon’s paradise, a thought
which gave him the feel of being able to return home and reconnect with
the past. He was excited for finally being able to find a place which
resembled Eldon’s descriptions. Farindola as a ruin is an image of the
defence of civilization against barbarism. But Marc’s euphoria is
temporary as his state of happiness is soon tempered by the grim realities
of place and war. Farindola becomes another battleground when Kris for
some unknown reason had to kill the old couple whose corpses Marc
discovers in the garden. The old couple must have been the caretaker of
the house. The idea that Farindola can be associated with values such as
beauty, secure, defensive, compact and even paradisal — a safe place
evaporates into thin air. While the outsider’s gaze of Marc was tempted
to focus on the beautiful, the experience he had as an insider showed him
that the place is nothing but bleak, desolate and inhospitable.

Soon the immaculate emptiness of the place and Kris’s mysterious nature
made Marc feel like a prisoner at some unknown place. The confusion
between the projected desire for a place as refuge and sanctuary and its
experience as prison is well rehearsed in the text. Gunesekera plays
around with the interconnections of the ideas of ‘“captivation” and
“captivity”. Initially, Farindola was captivation for Marc, later he felt like
a ‘captive’ in the place as he could not see any way out from the place
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and from the violence around him.
Samandia: a scarred place

Finally, Marc reaches Samandia, the place where he thought he will meet
Uva. Samandia was Uva’s Promised Land — the land of beauty, flowers
and butterflies. Marc describes Samandia as a “place awakened by
butterflies splashing dew at the dawn of time” (93). It is interesting to
note that in a text like Heaven's Edge, where the author draws heavily
from the myths of Sri Lanka — the myth of Adam and Eve and the Garden
of Eden, the fall of man, legend about peacocks and leopards, episodes
telling the importance of love and respect, etc., Samandia looks like a
place called Sri Prada in Sri Lanka. Sri Prada, in most historical texts of
Sri Lanka is referred to as a very picturesque and beautiful place and it is
also said that at some times of the year, the Sri Prada is covered in moths
and butterflies, which is where it gets its old name, Samanalakanda, a
butterfly mountain. It is interesting to note the similarity between the two
names — Samanalakanda and Samandia, as Gunesekera names it. It is an
abandoned place and once again Marc encounters an abandoned and
ghostly colonial mansion.

Actually, the people in Heaven's Edge have no other option but to fall
back on caves, mansions, abandoned villages for sustenance, solace and
survival. And places like Farindola and Samandia are places where in a
world despoiled by war, has some vestiges of the past, therefore, they
become symbols of hope as well. Gunesekera opines that in a world
where mind-numbing violence is the only constant in the lives of the
characters, there is a need to remain connected to the past. Marc after
exploring the mansion at Samandia says, “I felt I too might be able to
keep some faith here” (179), may be here, he refers to his hope and faith
to return to the past, to the home he wanted to return. The ruin becomes a
site for new possibilities because what remains has stood the test of
destruction. Julia Hell and Andreas Schonle says that a “ruin is a survivor
of time” and further says that “ruins emancipate our senses and desires
and enable introspection” (8).Even more poignantly, they paradoxically
invite us to relive in the absence of the lover, “the same intoxication that
had so completely and deliciously possessed our senses ... ruins facilitate
an imaginary repetition of the past similar in intensity to the original
sensations it afforded” (Hell and Schonle 8). Marc felt optimistic about
the location and thought that he will be able to recreate the past/home in
Samandia.

Gunesekera plays around with the idea of whether it is really possible to
re-create the past, to redeem the past. In the novel, the wilderness of the
green landscape, the flora and the fauna stands as a symbol of the past as
the island was once near the edge of heaven. Gunesekera, throughout the
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novel uses the idea of “gardening” in order to talk about “redemption”
and “recreation”. In the novel, Marc’s grandfather, the pacifist is an
expert gardener who used to impart lessons on non-violence to Marc as
he watered and pruned the plants in the garden. Marc who learnt the traits
of his grandfather decided to be the initiator of a whole new civilization
of beauty and non-violence at Samandia. He says,

I would have to stamp my own mark on the house, shape it to my
needs. I felt I should redesign the whole place, become an
inventor, an artist and a carpenter. Become my own Kris — even a
Crusoe, plunder the wreck, explore the surrounding — to be in
control once again ... to be utilitarian — to recycle, to waste not —
seemed undeniably right, and yet required a measure of
ruthlessness which seemed mercenary. I had to look at everything
in that way; those were the values I needed to survive. Need now
for ever (188).

In Ruins of Modernity, Hell and Schonle suggests that ruins are enduring
topoi in the theme of the rise and decline of empires (2). He further states
that “the reality of ruins at least call forth a constructive, ‘mainly’
rhetoric of looking into the abyss, learning from our mistakes,
confronting our enemies and thus retroactively conferring modicum of
meaning to the senseless destruction ... These traces from the past —
architectural remnants which had long lost their functionality and
meaning ... reveal an ambivalent sense of time ... the sense that some
valuable trace has endured and the needs to be cherished” (Hell and
Schonle, 5).This quote, in fact, goes with what Marc’s grandfather,
Eldon, had preached to Marc, that “you have to look after the old if you
want to foster the young (190)”. In Edensor’s account, ruins are sites in
which the becomings of new forms, orderings and aesthetics can emerge.
They are sites of new possibilities. Marc after he encounters the beautiful
ruins is encouraged to transform it into something new. He turned the
whole place into a new and self-sustaining refuge, planted all types of
flowers and vegetables which again attracted all kinds of animals, birds
and insects. He managed the landscape and left no stone unturned to
transform the place into a mini-heaven for Uva. Nature is presented as
that which could offer some solace. Gunesekera shows how gardening,
bird-watching and contemplating nature can provide people with some
comfort and hope in times of crisis. He believes that it is only through
nature and earth that the nation can regain its identity and strength.

However, Gunesekera also highlights the impossibility of returning to the
past, to the original state. And, the ruins — the broken pieces of the past,
symbolize the suffering of the community. The presence of loss is
immediately noticeable in ruins and it shares the scars of the people. The
ruins, actually, commemorates the invisible. For instance, when Marc
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tells Uva about Kris and how he had taken them to Farindola, Uva
narrates how Farindola reminds her of her parents, their strife to “remake
the world”, “grow back the wildness” at Farindola, the conflict between
the son (Kris) and parents, etc. because as Ginsberg says, “ruins does not
lie about what has been done to it. It remains forever a victim of war. It
makes its gaping wounds available to our eyes (108)”. After Uva is
reunited with Marc at Samandia, Marc notices that she is no longer the
Uva that he had known. Uva had to go through a lot of hardships before
she could reach Samandia. She was raped, she had to kill and witness the
killings of innocent children who had helped her in her escape. These
events left a lasting scar of trauma in her mind. When Marc asks her,
“What do you see?” (217) with her eyes closed, she says, “Them. In
pieces all over. Lumps burning” (217). Marc, who also had been
traumatised by the several killing that he witnessed says, “I saw the
bodies of Jaz and Kris before the grenade detonated, but Uva, I guess,
saw many many more. Her dismembered children exploding, spewing
blood; her mother, her father” (217).

Uva symbolizes a past which can never be recovered in its original state.
The characters in the novel, along with the landscape, are scarred with
violence, pain and trauma. The separate traumas that create distance
between the reunited lovers are like those of a divided land, where “too
many deaths had blotched our separate lives to allow for a simple return
to our beginnings.” Gunesekera throws the final straw when in the last
episode in the novel, he shows how the house and the place, which Marc
and Uva had tried to convert into a home for themselves is attacked by
the military forces. Finally, there was no option left for Marc and Uva
except for resorting to violence in order to protect the mini-heaven they
had built for themselves. In this final episode, Gunesekera highlights the
impossibility of recovering the beauty and peace of the past after so
many years of war and violence. He shows how in the present age of
violence, one has to sacrifice and let go of one’s innocence in order to
protect the world. Marc, by the end of the novel is convinced that the
home that he had wanted to arrive at existed only in his imagination.
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Abstract: This paper deals with two interrelated issues involved in the
formation of popular literature in Malayalam. By the late 1960s, a
new category ‘janapriyam’ started moving across all major literary
domains. The main focus of this paper will be the conceptual anatomy
of this new category, janapriyam, with a special reference to the
literary genre, the °‘Novel’ or more precisely, the ‘janapriya’ or
‘painkili’ novel. The second is a brief survey of the ‘anti-ideal’ or the
negative characters from the early janapriya novels written by the
famous writer Muttathu Varkey (1917-1989). The ‘anti-ideal’ in the
early janapriya novels was not so distant, structural and towering. It
was, in fact, much familiar (and hence, familial) than ‘the ideal’ or
‘the heroic’. This paper will make an attempt to trace a set of extra-
textual connotations for the villains of Muttathu Varkey. An early
version of this paper was presented at the international conference,
‘Traditions of Dissent in Sub-continental Literature and Cultures’
organized by the Department of Comparative Literature, Central
University of Kerala. Kasargod, October 15-17, 2012.
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I

This paper deals with two interrelated issues involved in the formation of
‘the popular’ in the history of Malayalam prose. It first briefly discusses
the courses of informed literary criticism in which a style of writing
named ‘janapriyam’ or painkili was qualified as an ‘anti-ideal’ vis-a-vis
the canonical modes of literary craft. Secondly, it focuses on some of the
selected early janapriya or the so called ‘anti-ideal’ texts written by the
famous novelist, Muttathu Varkey and tries to locate the literary fate of
his ‘anti-ideal’ characters. Before getting into the discussion of early
popular fiction i.e. the low-priced romantic novels written and published
before the rain of periodicals in mid 1970s, let us have a brief look at the
category ‘the popular’ as it was appeared , understood and classified in
the mainstream literary criticism. By the late 1960s, a new category
‘janapriyam’ has started moving across all major literary domains. The
term had already become current in various domains of cultural
production in Kerala. It often appeared as a generic designation, along
with the suffixes such as sahithyam, sangitham, kala, natakam and
Cinema. It is frequently been cited as qualitatively inferior (and hence
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antithetical) to the high-sounding and politically impregnated janakivam
or ‘linked to the people’ cultural-type.

While janakiyam was conceived as an organic engraft upon the ways
people live and react, janaprivam was argued as an artificial creation,
often accused of as a commoditized artefact in the local culture-industry.
Janapriyam allegedly lived upon a set of manufactured tastes. Another
usage which usually surfaced as a synonym, though discourteous but
much familiar, of janapriyam is painkili. Literally the term painkili
means ‘babbling parrot’. The convention of associating literary-speech
with zoomorphic symbolism (especially with talking/reciting parrots) has
a long venerated history in literary Malayalam. Parrots, as auspicious
narrators evading misfortune, were stated as narrating the whole story on
behalf of the early poets (Parameswara Aiyer 1953, George 1958).
However, by the 60s, the usage painkili was (re) invented as a caricature
genre to represent a sensuous habitat of reading. Painkili was formulaic
long-tales. It also defined ‘non-serious’ writers and their innumerable
‘ordinary’ readers for whom a mere familiarity with Malayalam alphabet
or the literacy, in its elementary sense, was the only qualification. A
public consensus was subsequently reached among the more qualified
literary-public that agreed the following dictum; “reading a painkili novel
is as a ‘silly’ affair and it was only meant for women”. (see Thurston,
1987) Interestingly, most of the painkili novels in Malayalam indeed deal
with the lives of women both as characters and readers. This genre had a
commendable percentage of male readerships. The literary commonsense
saw a large segment of men, “particularly those who don’t go for daily
work”™, sit endlessly on painkili. As far as the crystallizing definitions of
‘pulp’ and ‘popular’, social location of painkili readership was an
important, perhaps the determining, reference.

111

Let us now turn on to the early popular-fictions in Malayalam,
specifically those written by Muttathu Varkey (1917-1989).* Muttathu
Varkey was acclaimed as the most skillful artificer in the history of
contemporary janapriya genres in Malayalam prose. He was not only
recognized as designed a form anew for the craft but set and stylized a
thematic formulae which sooner turned as an etiquette for his less
illuminant contemporaries. Here we will briefly discuss some of his
celebrated works and try to locate his lifetime(s) and ‘characters’ within
the already chartered chronicles of modern Malayalam novel and literary
criticism. Kallukallathil Mathayi Varkey or K.M. Varkey, later famed as
‘Muttathu Varkey’ in innumerable decorated low-cost book jackets, was

" Discussion in this part is largely based on an earlier essay, See, Bay 2014.
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born in Chethipuzha village at Chenganasserry. He was not born in a
blessed lineage of traditional literary pedigree. Rather, it was an ordinary
Catholic family of less-affluent middle peasants. Despite his family’s
economic hardships, he acquired a bachelor’s degree in economics from
St. Berchmans College and later made an unsuccessful enrolment for a
degree in law at Thiruvananthapuram. He worked as a petty clerk in a
wood-factory, as a school and a tutorial-college teacher and afterwards,
joined in the editorial team of Deepika Daily. Varkey shifted to the then
‘print and publishing’ small-town; Kottayam which eventually became
the centre for his literary activity.

He started off his writing-career with long poems and short-stories.
Initially it was a failure. But, when he entered the field of professional
fiction-writing, he could prove his proficiency and became a towering
success. However, this entrance, as remembered by Varkey himself, was
straight and ‘mundane’ without a recognized peer-group and acclaimed
patrons. He wanted to take his family off from economic troubles. There
is no complex and celebrated dilemmas of self-realization and urge for
artistic existence. Varkey was so calculated. He said,

“[M]y earnings were not enough to run a whole family smoothly
(at Kottayam). I needed to support the family. I needed finance it
to move out those troubles. I thought of writing a novel and selling
it. I would get paper from the (Deepika) office free of cost, and
thus I started writing. When my first novels were sold very
successfully, I took novel-writing as my profession.” (News
Service 1980) (Emphasis mine)

According to some critics, Muttathu Varkey is ‘the one who writes with
both the hands’ (Mattam 1989). He was an unbeaten novelist but, popular
among ordinary readership. Most of his early novels were printed by
Varkey himself, and some were released by token publishing ventures
instituted by his local well-wishers. Later on, the Deepika, one of the
oldest publishing establishments in Malayalam with an admirably big
Christen readership across Central-Travancore had taken over the
publication rights. His novels sold everywhere; people read them several
times. Some readers accumulated them mindlessly; others bought,
consumed and then got them exchanged. Many read these ‘novel-books’
secretly. They were often smuggled and concealed from others. Some
slept over them (Nair 1991; 42-44).

The success of Varkey will appear phenomenal if we locate his craft
within social-habits of literary consumption.

The mainstream Catholic Christian laity had only a distant relationship
with literary genres. To a large extent it was limited to the daily
recitations of frozen prose for household prayers (Irumbayam. 1987; 18-
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20, Varkey 1995, Tharakan 1978; 196).The regional Catholic Church
even had a history of discouraging Bible reading among its own believers
(Mundassery 1966; 27-28). But, the new Christian literates gave the
warmest welcome ever possible for Varkey’s novels because he spoke
their language, re-told their stories and his characters were their parish
neighbors. They were, as Joseph Mundassery noted in another instance
‘sold so quickly like sweet oranges’ (Mundassery 1974). For instance,
Padatha Painkili one of the big-time hits that Varkey had ever written,
was published in May 1955 with 2500 copies. All copies were sold-out in
two weeks of time. In June, it had to be reprinted in another 3000 copies
(Jacob 2002; 99). Padatha painkili was made a movie within a couple of
years (in 1957) and the film too was a big commercial success.

As a writer, Varkey started off as an unsuccessful poet. In 1940, he
published a Christian devotional ode, Athmanjali, in praise of St. Marry
with an introductory note by the then famous literary critic, M.P. Paul.
But, soon he changed the realm by inventing a distinctive but a lucid
prose for his literary intervention, in which the central Travancorean
Christian colloquialism was artfully converted into an interesting literary
media. From the very beginning, Varkey was admired for his craft ‘to
tame seemingly dissimilar words and usages within a specific,
uncomplicated narrative site, indeed with an alluring touch of rasa. He
always invited readers with an emotional repertoire. This
linguistic/literary trait was been kept alive all through his career,
irrespective of the genres that he had chosen for writing. A couple of
famous Christian biographies (otherwise composed as sectarian and dull
hagiographies) written by Varkey in 1966 and in 1973 stand as good tests
for his elegant competence in convincing the ordinary unaffiliated
readership. His plots were appreciated by common readers. All his major
themes are the familial lives of the Lower-middle class Christians from
villages, cities and the highlands of Kottayam (Achuthan 1973; 299). He
gave more attention to the makeup of rural peasantry selves and less
concerned with overtly political contents. Instead, he was meticulous in
explicating the wishes, dreams and love-experiments of the common with
a romantic attractiveness. It is been argued elsewhere that the christen
ideal of innocent faithful (often oscillating between a complete
abstinence and religiously sanctioned indulgence) was providing a
general normative frame for the plots written by Varkey. This christen
ideational acumen could not be assigned entirely to an ecclesiastically
ordained community of believers. Rather, it was articulated/evoked and
shared as a hybrid moral reference by different participants in a colonial-
modern context.

Varkey re-made different acts of reading as private affairs, as his genres
spoke to the readers in a familiar/familial and hence, intimate language.
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They helped the young community of new readers to be anxious and
curious about their experiences of reading as these genres opened
windows to the secret world of love (prémam) and pleasure (sukham).
Pleasure or sukham in Varkey’s novels is fundamentally a temporal-
personal experience. It is a different from anandam; a philosophical
category of ecstasy and a long-term subject of poetic fascination in
Malayalam. It could be argued that the serialized fiction made the
reading as a personal affair by favoring and cultivating discreet
taxonomies of aesthetical tastes. The act of reading began to be
consumed even among the new readers as a ‘habit’ (Silam) but, soon
ascribed with a sudden re-articulation as a non-insignificant pass-time or
nérampokku. The making of pleasure as a private/personal affair, veiled
in codes generally recognized as ‘moral’ goes hand in hand with the
existing hegemonic centrality of the small family with a faithful husband
and a wife. Heroes and heroines appear in formulaic plots as types; as
personified ideals of transcendental qualities; the complete men and
women who could only be found in Sunday-classes. They were always
positioned at a distance, a distance that has been kept alive as essential
for veneration. It is often true that the readers were stated as got
possessed by heroes or heroines. But, these psycho-aesthetic procedures
of identification usually take place within culturally sectioned complexes
of veneration or of empathy. Unlike the ideal heroes/heroines, the world
of anti-ideal in the fictional narrative is very intimate; as intimate as
one’s neighborhood. The anti-ideal is portrayed as villains.

I

Now, we shall move to the images of the ‘anti-ideal’ in the janapriya
novels written by Muttathu Varkey. Here, my selection of villains is
limited to some of his most celebrated novels. They are Nirkkamkuzhi
Pothappan in Pattutuvala (1958) Kanjirapalli Pappan in Veli (1970), and
Kunjachan in Azhakulla Saleena (1973). All these novels allot ample
spaces—in par with those assigned to the heroes, and heroines— for
these typical negative characters in their respective plots. The Villain is
essentially whimsical, cruel and hateful, who is always involved in or
devoted to wickedness, crime and treachery. He is extremely powerful
and physically difficult to triumph over. But at the end of the story, he is
bound to meet with the usual fate of all villains.

Nirkkamkuzhi Pothappan, the villain in Pattutuvala is a proprietor-cum-
manager of a theater troop, with whom the poor hero, George, was
happened to work as an ill-treated professional actor. Pattutuvala or the
‘silk-scarf” is a complex love-story written as an interesting melodrama
where the story revolves around a fetishistic object; a pretty ‘silk-scarf”.
It was presented to hero by the rich and affluent heroine—Celine— for
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his extraordinary performance as a beggar (!) in a play directed by
Nirkkamkuzhi Pothappan; the villain. Celine was beautiful and the
daughter of a rich chemistry professor. She was impressed by George on
his acts and apparently she fell in love. Pothappan also had an eye on
Celine but he was not daring enough to express it. Pothappan’s villainy
surfaced with all its ill-designs when he realized that Celine is moving
towards George; his coolie actor. One day she presented a silk-hanky to
George as a token of her affection. Being superior to George and an
equally hard-core admirer of Celine’s beauty, Pothappan wanted to own
it. He snatched the scarf from the frail emotional hero. George was never
a match to the influential and domineering Pothappan.

“(Nirkkamkuzhi Pothappan) is powerful than me’. Everybody
know him, he is rich and an iron-hearted rowdy. He is elder to me
for seven or eight years...He always laughs like a villain; and
often cautions everybody “I am the manager of this company...”
(Pattutuvala. p.19)

In many occasions Pothappan and George fought each other, over Celine
and her silk-scarf. But, George was so desperate to take it back from
Pothappan that one day he went to his palatial residence and asked for it.
Pothappan was not ready to give it up. He called the police and asked
them to frame the hero with serious charges of trespassing and burglary.
A fight happened. In the duel, the desperate hero hit Pothappan with a
small table and seriously injured him on his forehead. Pothappan fell
aground and fainted. George took the silk-scarf, the most valuable token
of Celine’s love and managed a narrow escape. But, the villain decided to
hunt him down at any cost. A reward as announced for the missing
heroes’ capture. The villainy reign the scene. The hero had strange and
tiresome experiences while he was absconding. Police chased George
and put him up in prison for a long time on fabricated charges. Life in the
prison made him more weak and depressed. Detention appeared as a
heroic penance. In a miraculous turn of events/fate, Pothappan, the
villain, was also sentenced in the same jail for handling fake-notes,
Pothappan met the hero there. He was regretful of his deeds and realized
that all these troubles were because of his indulgence. The story ends up
with the villain, confessed and begging for apology. [Pattuthuvala. p151]

Kanjirapalli Pappan is the villain in the novel Veli (1970) or The Hedge.
The novel happens at Kottayam and is a tale of a long inter-family rivalry
presented as a complex boundary dispute. As usual the villain,
Kanjirapalli Pappan Chettan is self-righteous and very proud of his
family status. Pappachan is a fifty years old widower. He is the arch-rival
of Koonam Muchi Eliyamma, his nearest neighbor and the mother of
Marry, the heroine. Their enmity was long standing and had genesis in a
special circumstance.
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Once (long time back), Eliyamma was coming from the Church.
She was middle-aged but elegant and beautiful. On her way home,
she met Pappan coming in the opposite direction. He was heavily
drunk and inebriated. When he came near to her Pappan suddenly
tried to hold Eliyamma on his shoulders. She resisted and escaped.
But, carried over by her beauty, he continued to tease her. (16-17)

After this incident, they did not talk each other. Quarrels between them
were a usual affair. This time a hedge on their common boundary, which
had been standing there since some time past, had suddenly emerged as a
matter of dispute. It was Eliyamma who built a fence for her land, which
blocked an otherwise longstanding passage for Pappan and his family.
Pappachan became angry over this move, which he failed to preempt. He
is very powerful and all the people from the parish and even the priests
respected him. It is not because of his virtue or kind deeds; rather, he is
immensely rich and powerful. He has a good hold in the high echelons of
the church. Other People of neighborhood openly supported Kanjirapalli
Pappan. Every day, sponsored by Pappan, they get into small groups and
made gossips against Eliyamm’s family. Gossips were also aired about
the young daughters of Eliyamm. Meanwhile, Mikhael, Eliamma’s
husband, died of a sudden cardiac arrest. The youngest of her daughters
opted to become a nun and she joined in a convent. One day, Pappachan
met with an accident. He slipped and fell-down in a stream adjacent to
his home. He was seriously injured and became bed-ridden. Both
families were going through a tough time of difficulties. One day, on
Mikhael’s grave, Eliyamm felt as if her deceased husband asking her to
remove the disputed hedge from her boundary. Returning from the
church she broke the wooden fencing and the older passage was kept
open for the old, but now ailing villain, Kanjirapalli Pappan and his
family. He was forgiven by Eliyamm. He visited her home and pleaded
her to be with him in the rest of his life. But this request was rejected.
The old villain went back with a broken heart.

Villain in the novel Azhakulla Saleena (1973) is Kunjachan. Azhakulla
Saleena (Seleena; the Beauty) is written as a thriller but with a tragic
story-end. All key characters end their lives in the climax. Plots are
mainly arranged as taking place at an ‘estate’ or plantation named ‘the
Moon-Land Estate’. It was located somewhere in Malabar. Kunjachan;
the filthy-rich owner tot this plantation, is portrayed as a perfect beast; a
chronic flirt and a womanizer par excellence. He always pretends to be
ever-smiling, generous and a helpful gentleman. But beneath this civility
there live a hoary savage. Johnny; an ordinary clerk working in
Kunjachan’s plantation had eloped with his childhood sweetheart
Saleena. Kunjachan was quick enough to offer all the assistance required
for this new-couple who had just living together. But the unfortunate
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Johnny missed his lover on their way to the Moon-Land Estate. She was
abducted by a gang of gundas and taken to a brothel. The helpless clerk
rushed to Kunjachan for help and the benevolent villain rose up to the
occasion and rescued Seleena from the trouble. She is exceptionally
beautiful and seducing indeed. Kunjacchan’s wife Lucy knows that her
husband is a womanizer, and she warned him occasionally sometimes for
his habits. As she afraid, he was charmed by his clerk’s wife. Seleena was
approached by Kunjachan but she was not willing to succumb before his
lust. Kunjachan raped her. Seleena killed herself in despair and her lover,
enraged in Kunjachan’s treachery, killed him with stab wounds. He
commits suicide afterwards.

All the villains discussed above fundamentally emerge from their
opposition to the ideal of ‘the possible-familial’. In Pothappan and in
Kunjachan a naked objection of the moral family norm is quite visible.
Their overt acts of intemperance make them stay a step outside the
unfolding Christian moral regime in Central Travancore. But at the same
time, Muttathu Varkey portrayed these types as familiar characters of the
neighborhood. Both of them are influential, respected and importantly
depicted as belonging to certain non-traditional status groups. Pothappan
is an owner-manager to a theater-company and Kunjachan manages a tea-
estate. Their villainy is not ascribed; rather they achieve their traits of
villainy from a partially submerged counter-world of extra-familial
transactions. Plantation, partnership, and labor-migration tempt people to
make attempts outside the emotional boundaries of their families. Many
enclosures were trespassed; new settlements were made, remade and then
often constantly unmade. Villains of Varkey were endowed with two
types of functions within this milieu. The one is so banal, and it is
noticed my many observes; that the villains paved a way for heroes by
positioning on their ‘other’ side. The second is comparatively left
unnoticed. Villains positioned as neighbors, unlike their ideal/heroic
counterparts they are so proximate and leave a possibility of meeting
them at our country lanes; but of course, on the next of our moral hedge!
Interestingly, Prem Nazir (1926-1989), ‘the hero ultimate’ in the history
of Malayalam Film industry was chosen to play the role of the villain in
the cinematic adaptation of Azhakulla Seleena in 1973.

References:
Achuthan M. 1973. Cherukadha-Ennale, Ennu, Thrissur: Sahitya Pravarthaka

Sahakarana Sangam.

Bay P.C, Ancy. 2014 Popular-Fiction, Readership and Modernity in Literary
Malayalam.” Kerala Modernity: Ideas, Spaces and Practices in Transition.
(Eds) Satheese Chandra Bose and Shiju Sam Varughese. New Delhi: Orient
BlackSwan, 2014. Pp: 92-108.

162



Assonance, No.17, January 2017

George. K M. 1958. Sahithya Charithram Prastanangaliloote, Kottayam,
Sahithya Pravarthaka Co-operative Society Limited.

Irumbayam. George. 1987. Kattalaril Kappiri Kamadevan. Kozhikode:
Malayalam Publications.

Jacob. Shaji. 2002. ‘Ponnarivaalum Paikiliyum’ Samskarika Vikaram Sahithya
Masika, vol.1, issue. 6, pp 93-101

Mattam, Joseph.1989. ‘Muttathu Varkey: Oru Bheemante Pathanam’ Deepika
Azhchapathippu 11(12): 8-10.

Mundassery, Joseph. 1966. Kozhinja Elakal Part I, Trichur: Current Books.
Mundassery. Joseph. 1974. ‘Avatharika’. In Changampuzha Krishna Pilla,
Ramanan: Changampuzha Krithikal. Part 1, Kottayam: Sahithya Paravarthaka
Sangham, pp. 91-109.

Nair, Kinjanandan P. (Thikkodian). 1991. Arangukanatha Nadan, Trichur:
Current Books.

News Service, Kaumudi. 1980. ‘Muttathu Varkeyum Kanam E J yum’. In
Kalakaumudi Aazhchappathippu, Issue 279, December 28, pp. 25-29.

Parameswara Aiyer. Ulloor. S. 1953. Kerala Sahithya Charithram. vol.2,
Thiruvananthapuram, Publication Division, University of Kerala.

Tharakan, K.M.1982. Adhuneeka Novel Darshanam. Kottayam: Sahitya
Pravarthaka Sahakarana Sangam.

Thruston Carol. 1987. The Romance Revolution: Erotic Novels for the Women
and the Quest for a New Sexual Identity, Urbana: University of Illinois.

Varkey, Ponkunnam. 1995. ‘Christian Ezhuthukaarkku Sargasakti Illa’. In
Matrubhumi Aazhcchappathippu, Book 73, Issue 18, July 2- July 8, pp. 11-13.

Varkey. Muttthu. 1970. Veli. Kottayam: Sahitya Pravarthaka Co-operative
Society Ltd.

Varkey. Muttthu. 1973. Azhakulla Seleena. Kottayam: The Vidyarthi Mithram
Book Depot.

Varkey. Muttthu. 1958. Pattuthuvala, Kottayam, D C Books.

163



SPACE IN NIKOLAI KOLIADA’S PLAY MURLIN
MOORLO

Vinay Kumar Ambedkar

Assistant Professor, CRS, SLL&CS, JNU, New Delhi, India-110067, Email:
vkambedkar@mail.jnu.ac.in

Abstract: The play “Murlin Moorlo” was written in 1990. The title
Murlin Moorlo is derived from famous American actress Marilyn
Monroe, which is used here in absurd way by making fun of notions of
beauty, the metaphoric meaning will be self acclaimed beauty, in other
words as self acclaimed flawless and polished setup of Soviets. As the
Soviet Union was about to be collapsed, new changes were taking
place, especially in the fields of culture and values attached to it,
social formation, and far flung places were getting isolated. The
famous Russian theorist Tijnianov termed this phenomenon as
the struggle between centre and periphery, how people at periphery
were left to be marginalised. It will be very interesting to study the
space of the play and spatial language /style of the play-writer, who
introduces his audience with the new themes/motifs, which were
considered taboo in the society. The article as well pays attention to
the spatial position of house, and changing worldviews, especially
how literature and Television are shown as ambassadors’ of
knowledge in society, and above all, how earthquake is used
metaphorically to show doomsday of communism in the play.

Keywords: Space, N. Koliada, Murlin Moorlo, U. Lotman,
Contemporary Russian Play

“Space in a literary work is the continuum on which the heroes are
situated and where the action takes place.” {«XymoxecTBeHHOE
MPOCTPAHCTBO B JUTEPATYPHOM IMPOU3BEACHUU — 3TO KOHTHHYYM, B
KOTOPOM pa3MemlIaioTcst U coBepiraercs aeidctus».}(Lotman, 1968:12).
In other words literary space could be understood as a container of
elements whose interrelation is determined by their position in space.

So, the text could be considered as literary space in Nikolai Koliada's
play “Murlin Moorlo”, where the heroes are situated and action takes
place. The structure of literary space could be understood through
distinction between the structure of text on different levels- spatially,
which is expressed as an opposition between here and there, proximity
and distance, this side and other side, which is reflected in different
worldviews of heroes of the work.

Nikolai Koliada is one of the most famous play-writes of the post soviet
era. He is an actor, editor, producer, director and a teacher, basically
champion of contemporary Russian drama. According to Prof. V. L.
Korovin, he represents the “New wave in contemporary Russian drama”,
where play writers emphasise on having no-norms, making it open and
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sometimes they change the text of the play, by improvising, keeping in
view the interest of the audience, while depicting about the contemporary
world and its reality.

According to Anton Chekhov, “if a gun is shown in first scene, it has to
be fired in next scene”, likewise the plot of the play is very closely
knitted — the play consists of two acts and three scenes. The play “Murlin
Moorlo” was written in 1990. The title Murlin Moorlo is derived from
famous American actress Marilyn Monroe, which is used here in absurd
way by making fun of notions of beauty, the metaphoric meaning will be
self acclaimed beauty, in other words as self acclaimed flawless and
polished setup of Soviets. As the Union was about to be collapsed and
new changes were taking place, especially in the filled of culture, vocab(-
slangs and swear words) values attached to it, social formation, how far
flung places were getting isolated, i.e. in terms of famous Russian
theorist Tijnianov - struggle between centre and periphery, how people at
periphery are left to be marginalised. The setup at periphery small
provincial town named Shipilovsk. As one can notice the time of its
publication, was very close to time of grave changes in Russia, which I
understand as a transition period. So, one can notice many a times in play
things are talked, compared, criticised, laughed, cursed in the name of
communism through means of metaphors and alienation. Basically,
showing the transition period, how people are coping and surviving in
new setup, which was about to come or take place, rather has already
started taking place by the time.

The plot of the play is about the peregrination of a young women, named
Olga, about some kind of chaos, which is about to occur, who is aged 28
years, also called as Murlin Moorlo, a false beauty- rather polished, lives
in a two bedroom flat with her mother, which is a bit disoriented - “like a
railway station” (Murlin Munro, p.1) and closed — “there is no television
in the room”. (Murlin Munro, p.1) Who is unemployed, rather prefers to
be one, spends her time at home by doing nothing in life, who comes to
know from Banga - a witch teller that everything is goanna doom soon, a
disaster is awaited, also verified by her secret encounters with God,
(alienation of lost faith and believes in God), and has just broke up with
Mikhail, with closed worldviews. Accompanied by a tenant — Aleksey,
aged 26 years, from Leningrad(As Leningrad is regarded as window to
the West in history, since Peter the Great), who has high regards for
education and literature, is also a budding novelist, hoping his novel will
bring huge difference in society, with very open worldviews. The next
character is Inna, sister of Olga, aged 35 years, who's husband has left
her, and moved to Moscow, with limited worldviews. And last character
is Mikhail, aged 35 years, already married, and loves Olga, with confused
worldviews. As the play starts with the conversation about the news of
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chaos, between Olga and Mikhail, with the progress of play she is joined
Aleksey and Inna, where Olga and her sister Inna, both are looking to
find some kind saviour in the form of young guy from Leningrad. In the
middle of the play, Aleksey gets into brawl with Mikhail — on the issue of
women safety and respect, gets bitten badly and decides to go back to
Leningrad again. And Inna sees him as the lover, with whom she would
want to escape the filthy town of Shipilovsk. But Olga's house is at the
centre of the play, where all kind of worldviews are confronted.

Olga's House - The stage setting of the play starts with the description of
house - dull, grey, filthy and disoriented house, in other words her
behaviour and words are defined by the changing space of the house. In
the beginning of the play, she is very angry, rude, out bursting, alone,
which is equally reflected in her speech and behaviour, even the
conversation between Olga and Mikhail, was justifying the space of the
disgusting house. As it was less of conversation more of swear
competition, the space of the house changes with the changing behaviour
of Olga, who becomes softer and her ignorance about the world fades
gradually, The house could also be looked as a representation of the
periphery, with typical worldviews, full of ignorance and isolation.

The relationship between Olga and Mikhail, Olga and Aleksey and
Aleksey and Inna are opposed by high versus low or pure versus impure.
The space created by the house and surrounding, where in the beginning
she was lonely, even she was in relation with Mikhail, which she
considers by chance happened, but she is looking to settle down and have
kids in life, gradually she finds Aleksey as the saviour, and source of
knowledge, as he was well read and educated. The way space is used to
introduce the growing isolation and unrest in private lives of the people
of new Russian society, even her sister Inna, is also looking for someone
to escape the rotten town of Shipilovsk. As if representing the mood of
the society, which has about to change. Whereas Inna's love to Aleksey is
more of greed and need, representing values of new market economy, or
capitalism, which is low and impure in its worldviews, in comparison to
other relations, i.e. to escape the town as well as the coming crisis.

In general, the extramarital relations or a casual relation between youths
among 20s and 30s is absurd reality. The Television is shown as the
window to the world, exposing the Soviet propagandas about outside
world, i.e. by creating a confusion that the American society and people
are just made to look beautiful on television, but in reality they are not.
Such as the revelations by Olga for not having television at home, was
due to radiations, which are harmful to humans. Likewise the alienation
of literature and education, as the only saviour to the present crisis, i.e. to
rebuild new Russia through these means only, which is less spread and
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practiced at periphery, as their first task is to survive in the filthy
environment.

The allegorical use of softer animals such as Cow, Goat etc. are shown to
represent the nature behaviour of the people at periphery, as they are too
ignorant.

Another interesting aspect of this changing society is shown through the
space of Olga's secret encounter with God, which could be understood
why is so, as religion was opium for masses, during the Soviet regime,
which is a long period, that’s how she has blurred images of God in the
form of a old man. Through her conversations with other heroes about
God, is shown as the shift in faith and believes among ordinary mass, as
a symbol of hope. Lines from play:

God! God!... Come back to me, Go-o-od!!! Come back to me, Lo-
o-o0-ord!!! God!!

I come back to me, God!! I! God!!!! God!!!! God! HI.....

As the society is free to worship and believe in God, i.e. where religion is
no more opium for the masses, as the soviet has fallen, so hope is being
shown in the space of the last scene, to refill the voids of ideals through
God.

Finally the earthquake, which is used as a metaphor to show the impact
of the biggest crisis, i.e. Collapse of the Soviet Union, was awaited and
addressed with different terms such as disaster, drowning of everything,
be buried alive etc. to create the impactful space out of it.

The collapse of the Soviet Union, brought with lots of good and bad
changes, the space of the play is representing these through changing
spatial language around the each space. All the characters could be seen
as representatives of a bigger mass, from the society, with contrasting
worldviews, symbolising the hue n cry of the periphery through them.
And asking a simple question — is escape, the only way out?, as many
people escaped the country, during this transition.
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Abstract: Post-World War when Soviet Union blatantly extended
its sphere of influence on Baltic States of Latvia, Estonia and
Lithuania, the main aim was the Russification and Soviet cultural
imposition on these states. Set in this context, the current paper
focuses on the occupation and Russification Policy of the Soviet
Union and the resistance they faced in the Baltic states. The
highlight of this resistance was the non-violent protest by
thesepeople. The paper further argues that this movement was the
combined effort of the masses who fiercely guarded their
national, cultural and linguistic identity. They predominantly
followed a nonviolent protest tactics to combat Soviet military
intervention, political intrusion and cultural assimilation. This
paper is an attempt to analyse how the three Baltic States fought
for their identity against the Soviet Union, one of the most
powerful nations of that time and ultimately succeeded in
attaining independence in its true sense.

Keywords: Baltic States, Soviet Union, Russification Policy,
Resistance, Military intervention, Cultural assimilation.

After the Second World War the Soviet Union started the political and
military annexation of the Baltic states. The Baltic states are also known
as the Baltics; Baltic nations or Baltic countries and are referred to the
three countries in northern Europe on the eastern coast of the Baltic Sea,
namely Latvia, Estonia and Lithuania. The annexation of the Baltic
States started the process of Russification Policy which meant not only
the political assimilation of these states into Soviet Union but also a
cultural assimilation. Cultural assimilation leads to giving up one’s own
cultural identity and sovereignty. Russification in terms of culture mainly
meant spreading the Russian language in all the annexed Baltic States, a
move that they resisted. Preserving their national identity has been a
concern for half a century for the Baltic people especially for the
Latvians and Estonians. They had feared ethnic and cultural extinction.
Ethnicity has become an important issue for the entire world. After the
disintegration of the Soviet Union ethnic tensions were more evident in
Post-Communist regions. After gaining independence the Baltic States
changed their status from suppressed minorities to titular nationalities of
their own states. They have reestablished their ethnic and cultural values
in their territories and started using their respective languages, for
example Latvian in Latvia and Estonian in Estonia.
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The Russification policy was more evident in the Ukraine, and
particularly in Belarus as compared to Baltic States. Immigrants from
Russia, Poland and Belarusbehavednegatively with natives of the Baltic
States and forced them to use Russian, so only a few immigrants took
interest in learning local languages. (Mezs et al: 17)As part of the
Russificationof the Baltic States, Soviet Union tried to impose Russian at
the grass-root level and opened many Russian schools even when the
number of Russian children was less in number.

Under the Communist rule more emphasis was given to develop the
cities, while rural areas were neglected. Officials from Moscow were sent
to develop a special system Kolhoz and Sovkhoz agglomerations in place
of the traditional pattern of dispersed single-family farms, a pattern
which was predominantin Estonia and Latvia. Immigrants were invited to
settle in Baltic cities as heavy industries were developed there. Large
factories were built in Latvia, in which the plan called for a non-Latvian
labor force due to one of the lowest unemployment rates in the former
Soviet Union. (Mezs et al: 15)

Before the Second World War the Baltic nations were inclined towards
the Western powers. In the Post War scenario when the Soviet Union
tried to impose their policies and culture in the Baltic States they faced
great resistance not only from the people then residing in the Baltic
States but also from the Baltic immigrants who lived in Germany and
later refused to return to their home. They had once been through the
Soviet rule in 1940-41 and turned anti- communist. These people, though
lived outside the Baltic states gave great impetus to the idea of national
independence of their respective countries. As Senn puts

The Soviet Union on the other hand did everything possible to re-
orient people to the east. The realization of this aim, of course,
required the elimination of any opposition. It has been estimated
that in the first three years after the war, 371,000 Baltic nationals
were deported to other parts of the Soviet Union. (Senn: 124)

Given the aggressive policies followed by the Soviet Union to Russify
the Baltic States it was evident that they would protest. What was unique
about the protest was the fact that it was extremely peaceful in nature.
The first joint Baltic peace venture was perhaps the open protest letter
written in1980 which was a result of the Soviet invasion of Afghanistan.
This letter was signed by around 23 people in Lithuania, Estonia, and
Latvia. People in the Baltic States were kept away from the movements
taking place elsewhere in the world. Since the Soviet takeover the Baltic
States were isolated from the outside world till the 1970s. The call for
autonomy was hard to suppress given the rise of separatist movements in
places like Quebec and Basque countries and even the precedent of Baltic
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independence before 1940.

Latvia, Lithuania and Estonia had called for reform by 1989 that became
a demand for independence from the Soviet Union, which they realized
in 1991. On August 23, 1989, approximately 2 million Estonians,
Latvians, and Lithuanians joined hand-in-hand from Tallinn in Estonia to
Vilnius in Lithuania and made a human chain on the occasion of the 50-
year anniversary of the signing of the Molotov-Ribbentrop Pact. This
secret pact between Soviet Union and Nazi Germany divided Eastern
Europe into spheres of influence between the twocountries and led to the
occupation of the Baltic States in 1940. This protest was one of the most
dominant symbols and this united call for independence came to be
known as the “Baltic Way”. By organizing suchan effective and visually
pleasing protest the Baltic nations caught the attention of the global
media and tried to bring to notice that the soviet had illegally occupied
them and thus highlighted their struggle for political and cultural
independence. As an aftermath of the protest the call for independence
only grew. (Lazda: 518)

The nonviolent nature of Baltic cultural nationalism was further
underscored by the central role of song festivals as Latvians, Lithuanians,
and Estonians voiced their protest through music. As a result, the
struggles for independence from 1989 have become known as the
“singing revolutions”, a revolution that greatly protested against the
soviet insensitivity towards the national identity of the Baltic States. The
song revolution was instrumental in cementing the patriotic sentiments of
the Baltic people. It brought together people not just in numbers but also
played a pivotal role in binding the nationalist sentiment. As a result,the
first free democratic elections to the Supreme Soviets to determine
independence took place in February 1990 in all three Baltic states. Pro-
independence candidates won majorities. Lithuania became the first
Soviet state to declare independence on 11 March 1990. Estonia and
Latvia declared independence soon after on 30 March and 4 May
respectively. The independence of all three Baltic States was recognized
by most western countries by the end of 1991.

Lithuanians felt secure in their ethnic homogeneity and had no fear of
becoming a political or cultural minority, unlike Estonia and Latvia,
where the fear of cultural extinction was a constant since the World War
II. The Lithuanians granted automatic citizenship to all inhabitants.The
situation was drastically different in Estonia, and especially in Latvia,
where the threat to ethnic existence was very real. Estonia passed a
citizenship law according to which citizenship was granted only to those
individuals who were citizens before the country was occupied by Russia
in 1940. As a result, a significant number of permanent residents lost
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their citizenship. Russians were affected the most, the majority of whom
became citizens with no state. They neither had Estonian nor Russian
citizenship. (Mezs et al: 21)

Due to basic difference in linguistic families’ Russification in Estonia
differed from that of Latvia and Lithuania. As we know that Latvian and
Lithuanian languages, of the Baltic Group, belong to the Indo-European
family, it was easier for these people to learn Russian. As Estonian is
radically different from Russian since it belongs to a Finno-Ugric
language, it makes it difficult for Estonians to learn these languages.
Immigrants from the Russia and east settled in the big cities and capitals
but Rural regions were much more homogeneous. The historical facts
suggest, during the abolishment of serfdom in the beginning and middle
of the nineteenth century Estonians and Latvians were specified group in
major cities. But as a result of Russification Policy, these groups became
minorities as the immigrants filled their places in major cities.

After reviewing the situation of that time, this article finds that only the
Baltic States showed great resilience and resistance to one of the
superpower of that time. The Russification Policy covered the Central
Asian Republics, Georgia, Ukraine, Belarus among others but faced stiff
opposition only in these three Baltic States. These States not only
protected their political identity but also their cultural identity and
ethnicity. They even resisted the Soviet tactics of imposing Russian as
the official language. Language plays a very important role in framing
the identity of a nation and its people. By resorting to peaceful protest
through human chain and songs and in general following a non-violent
method of opposition they influenced other countries and have set a
historical example. The Baltic States realized in the very beginning that if
they allow the Soviet Union to politically takeover they would also lose
their sense of identity forever. They constantly forced the Soviet Union to
ultimately retreat. The central point of protest in the Baltic States was
that more than the territorial annexation they feared the loss of their own
identity, their language, and culture. Though ultimately the Soviet Union
disintegrated in 1991 into 16 countries and all these nations gained their
independent status but the case of the Baltic states is seen with much
respect because even till date the Russian influence in these states are
minimal and use of Russian language is negligible. The Baltic states
proudly represent their own culture and language, namely Estonian in
Estonia, Latvian in Latvia and Lithuanian in Lithuania.
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Abstract: The dichotomy between multiculturalism and interculturalism in
education policies has dominated the Canadian debate for a long time now.
Although both of them aim at promoting tolerance, reciprocity and reducing
race based hatred, the difference in nomenclature at federal and provincial
level shows difference in their respective perception of diversities. Based upon
a review of the literature on educational practice and intergroup relations in
Québec and Canada, this paper tries to look into this perceived notion of
diversity in Anglophone Canada and Francophone Québec. This paper further
argues that Intercultural education has two implicit goals: first it has been a
tool for integrating immigrants coming from non-white non-French
background. Second the linguistic survival of French has been the dominant
feature in Interculturalism rather than a fear of racial tension in institutional
spaces.
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The fact that Canada has an explicit policy of Multiculturalism does not
make it impermeable to racism, an implicit phenomenon in Canadian
society so much that even United Nations Organisation has recently
accused Canada of its racist nature. Canada, a country known
internationally for its peacefulness, its contribution towards humanitarian
activism for benefit of mankind and its constructive role in conflict
resolution, finds herself in the middle of debate regarding engaging its
diversity. The two solitudes, Canada and Québec, Anglophones and
Francophones, have always been conflicting cousins who find their
interests, at times diagonally opposite and at times on transecting each
other.

The case of Canada’s multiculturalism and Québec’s interculturalism is
one of the examples which show their difference in perception of
diversities at federal and provincial levels. This dichotomy between
multiculturalism and interculturalism in education policies has dominated
the Canadian debate for a long time now. Although both of them aim at
promoting tolerance, reciprocity and reducing race based hatred, the
difference in nomenclature at federal and provincial level shows
difference in their respective perception of diversities.

This paper tries to look into this perceived notion of differences at federal
and provincial levels. This paper further argues that the policy of
interculturalism in Québec has dual role to play: first it serves as a tool
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for linguistic integration of new comers and second, it’s quest for the
survival of French language and culture instead of fear for racial tensions
among various cultural community.

The focus in this paper is to look at racism that exist in Canadian
educational space, especially that of Québec. Based on review of
literature available in the field of intercultural education, racism and inter
group relations, the paper explores whether the interculturalism actually
aims at ethno-racial harmony or is it just obsessed about the survival of
their French identity in this vast Anglophone landscape of North
America.

This paper is divided into three parts. The first part highlights the debate
on the salience of education in combating social malaise of racism in
Anglophone Canada and Francophone Quebec through their respective
policies of Multiculturalism and Interculturalism. The second part of this
paper explores the dichotomy between multiculturalism and
interculturalism in Canada and Québec, and their respective notion of
diversities. It further questions; Why Québec has out rightly rejected
federal policy of multiculturalism and developed its own policy of
interculturalism and why the case of Québec is special. The third part
consists of socio-cultural dissection of racism: what does racism stand for
and various theories related to it. Finally, the paper concludes that
initiatives taken by government, in terms of intercultural education, has
various shortcomings and it does not address the genuine problem of
racism.

Education, Diversity and Racism in Canada: An Unending Debate

The increasing incidence of race based hatred arising from diversity
especially in immigrant western societies calls for a solution of this
malaise while identifying the means to reach this end. One possible and
effective solution is sensitising people which can only be reached
through educating the society about unity in diversity. This raises the
question of what role the institution of education can be expected to play
and how far government policies are expected to influence this role?

Moodley (1992: 7) refers to education as being the pervasive cure for
prejudice and intolerance, but is it possible to cure the malaise of
prejudice and intolerance by education per se in an immigrant country
like Canada having multi-ethnic (over 200 ethnic origins), multi-racial
and multi-religious and political identities? Or do we need additional
government policy and state ideology to combat internal conflict arising
from this diversity? Because, if left unaccounted, prejudice and
intolerance, lead to xenophobia and racism.

The official policy of multiculturalism adopted by Canada is the
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manifestation of this realisation as one of the main aims. A multi-ethnic,
multi-racial and multi-religious society like Canada aspires to moderate
prevalent ethnic and racial tension and encourage tolerance and
acceptance for other. “Living together with differences” is what defines
the Official Multiculturalism policy of Canada. ‘Differences’ here
signifies the fact that ‘diversity’ marks a key dynamic in contemporary
Canada and it is best to view Canadian society as a kaleidoscope of
overlapping and intersecting identities (Statistics Canada, 2006 census).
These identities are source of exclusion for new comers at various levels.

Canadian Council for Refuse (CCR) in its report finds out that,

“Nevertheless, racism and discrimination are part of the Canadian
reality. They are manifested at the personal level in the way
individuals are sometimes treated. They are also manifested at the
systemic level, through the functioning of government bodies and
through refugee and immigration policies that have a differential
impact on racialized groups, or that otherwise lead to
discrimination against newcomers as a group, or certain sub-
groups of newcomers. Despite the extent of the problem, we rarely
see the federal and provincial governments taking a leadership
role in naming and combatting racism in Canada”.

Does that mean federal policy of multiculturalism is not capable of
addressing the problem of racism even after four decades of its
enactment? It has been argued that a key feature in popular conception of
Canadian national identity and culture concerns the issue of racism,
especially racism against visible minorities (but CCR notes that a more
blatant form of racism is found in policies that directly target certain
racialized groups, based on profiling, stereotyping and public annoyance.

Visible minorities (persons who are non-Caucasian in race or non-white
in colour and no-aboriginal in origin) of Canada have to confront
systematic racism. The historical and the continuing prevalence of
systematic racism is well reflected in government policies, for example,
legal and criminal justice system, immigration, education and
employment (Szuchewycz 2000).

Even if they are not openly barred from certain occupations, they find
themselves getting into menial jobs where they are paid less and
prospects of promotion and social securities are very remote.

Educational institutions, especially schools have long been attacked as a
site of racism due to their insensitivities towards students coming from
visible minorities. Criminal justice system is also criticized of being
harsh towards visible minorities and arresting and sentencing them at
greater rates than those of mainstream ethnic groups.
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Most Canadian provinces have formally endorsed the principles of
multiculturalism as guidelines for defining majority-minority relations
except for Québec, a ‘distinctive French-Canadian nation’ (Dyck 2002),
which has formally abandoned federal multiculturalism as inconsistent
with its political objectives. Its policy ofInterculturalism attempts to
integrate minorities without threatening French language and culture.

Canada’s Multiculturalism and Québec’s Interculturalism:
Difference in Perception of Diversity

Canada has always been hailed as being the first “immigrant” country to
embrace the official multicultural policy as a state ideology and political
philosophy to manage, engage and encourage social diversity.
Multiculturalism as an ideology can be seen as a blueprint for living
together in diversity. It can be viewed as an ideology of managing
diversity that came on world scene at the advent of post-modern states,
which are more pluralist, less nationalist and allow, even encourage,
multiple identities to thrive (Haywood: 120). This period generally refers
to second half of 20™ century, mainly after cold war.

For Canada, the 1971 official multicultural policy and subsequent
multicultural act 1988 is the manifestation of an ideology which “was
initiated to overcome the predominant colonizing Anglo-French character
of the state” (Raj 2009:3) and to promote social harmony, “by making
provisions to bring about fair and equal treatment of all the communities”
(Raj 2009:3), by encouraging tolerance and respect for cultural
communities and taking “initiatives for enhancing inclusiveness without
compromising national interests” (Fleras and Elliott 2002:59). This
policy is based on the view that ethnic differences are worth perpetuating
to enhance the character of Canadian society (Moodley: 7).

For Quebec this policy distorts the historical and sociological realities
because Canada possesses two main cultures as well as two official
languages. Culture and language, critics’ claim that, are indivisible.
Québec further argues that it contravenes the special status of Québec as
one of the founding members of Canada intrudes into its internal affairs
and it treats ethnic minorities as if they had fully the same rights as that
of Québécois (Fleras and Elliott 2001). Hence Quebec formally
abandoned concept of Multiculturalism for concept of Interculturalism
which can be explained as a set of institutional rights and responsibilities
associated with policies on tolerance and respect for differences within a
French speaking environment. The reason why Québec rejected official
Multiculturalism and adopted Interculturalismfurther reflects French-
English strife in Canada which has existed throughout its history and the
different visions regarding diversity.
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Quebecois want to protect their French heritage in predominantly English
environment of Canada but at the same time they do recognize social
pluralism especially after Quite Revolution of 1960 and rise of French
Nationalism. While multiculturalism denies existence of an official
culture and argues that all cultures and ethnic groups are equal in status
within a bilingual framework. Québec’s interculturalism openly endorses
French language and culture in Québec society. McAndrew argues thatthe
Quebec’s embrace of interculturalism was the need to avoid pitfall of
cultural homogeneity without falling into some of pervert effects
attributed, rightly or wrongly, to multiculturalism, i.e. folkorization of
cultures, static juxtaposition of diverse groups and promotion of
undemocratic practices under the guise of cultural relativism.

Whatever be the nomenclature, the aim of both the federal government
and the provincial government was to promote equality, tolerance,
reciprocity, respect and harmony in society. These aims, ideologies or
political philosophy can very well be implemented through education.
Intercultural education has been conceived to promote these ideologies
and address the problem of racism in Québec society.

Theorizing Racism

From a distance, Canada strikes many as a paragon of racial tranquility
(Fleras 2001:53). But what appears from distance is certainly not the
truth as racism marks the very history of existence of Canadian society.
The first immigrants from Europe brought with them the seeds of the
racism that would have such devastating impact on the aboriginal peoples
of what is now Canada, an impact that continues to be felt to this day
(CCR 2000). Racism furnished the ideological life support for capitalism
at large, for society building in general and for the exploitation of
racialized minorities in particular (Bolaria and Li 1988).

We have seen that racism was born with the European colonial adventure
in America. The Quebec of today is a direct outcome of the French
colonial adventure in North America. Quebec, therefore, like all the
European colonies in America, was born under the sign of racism and
must, like all other Western societies, face up to the persistence of this
reality (Conseil des relations interculturelles, 2001).

Racism can be defined as

“The doctrine that behavior is determined by stable inherited
characteristics deriving from separate racial stocks, having
distinctive attributes and usually considered to stand to one
another in relations of superiority and inferiority” (Banton: 19).

Racism is a negative concept based on the belief that some races are
inferior to others. Race can be defined as “arbitrary classification
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according to biological criteria based on physical or genetic differences”.
Biologists never fully agreed on the criteria for classifying world’s
population. Seen in this light race can be seen more of psychological
construct than any scientific concept. There are five main races,
Caucasian (European), Negro, Mongol, Malayan, and American Indian
(Driedger: 216). Indicators of racism are stercotypes, prejudice,
ethnocentrism and discrimination.

Section 1(1) of the Convention on the Elimination of All Forms of Racial
Discrimination (CERD) defines racial discrimination as:

“any distinction, exclusion, restriction or preference based on race,
color, descent, or national or ethnic origin which has the purpose
or effect of nullifying or impairing the recognition, enjoyment or
exercise, on an equal footing, of human rights and fundamental
freedoms in the political, economic, social, cultural or any other
field of public life.”

So racism gives rise to a myth of superiority of races; for example, a
commonly held notion that race is based on color of skin, the variations
of which connote both genetic and cultural differences between peoples
(Bolaria and Li: 14). So phenotypical differences are popular bases for
categorizing people into races, so much so that it becomes a determinant
of mental and social capacities and hence justifies the social construct in
favor of ‘racially based hierarchy that expound white supremacy’. Race
as a biological fact has been invalidated by biologists and geneticists, but
race as a social construct is very real (Kallen: 11).

Now the question is how deep this “social construct”, or social structure
is embedded in Québec society; a white settler society receiving
immigrants from diverse background. To what extent does it give rise to
structural racism i.e. a “subtler racialized patterns in policies and
practices” and permeates the political, economic and socio-cultural
structure of society in ways that generates differences in well-being
between people of color and white” (Lawrence et al: 145). These
dynamics work to maintain the existing racialized hierarchy, even as they
adapt with times and accept new ethnic and racial group (Lawrence et al:
146).

To say that the society is racialized suggests they are systematically
arranged around beliefs about race, and the distribution of power,
resources, images, and ideas closely corresponds with membership in
racialized groups (Frances and Tator: 23)

It almost goes without saying that racism is pervasive in Canadian
institutions. The education system is not an exception to this. Primary
and Secondary schools have been criticized as the sites of racism and
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discrimination. As a result, Canada’s image as pacesetter in social change
has been sulled (Mukherjee, 1993 cited in Fleras and Elliott 2002).
Québec is not an exception. Since the early Sixties, various racist
incidents have made the headlines in Quebec. For example: The Sir
George Williams Affair.

If we see the demographic changes in Québec, in 1961, it is estimated
that there were in Quebec about 20,000 persons of non-European origin.
By 1991, their number was somewhere between 300,000 and 400,000.
Currently, they are probably close to half a million. A majority of the
members of these racially defined groups have, therefore, settled in
Quebec during the recent waves of immigration. In an attempt to address
the challenge of diversity which came as a result of this increased
immigration mainly after Second World War, the government have put
considerable energy into progressive educational policies. For example:
policy of intercultural education. The education has come a long way
since the days when differences were punished. So the question is what
the intercultural education is supposed to do? For some, cultural
awareness is the main goal but for others its goal is to dismantle
structural racism or simply bring racism out of hiding.

Towards intercultural education

« L’émergence du multiculturalisme comme un élément essentiel
du débat éducatif au Québec est 'une des conséquences du
processus de redéfinition des francophones du Québec comme le
groupe majoritaire au Québec et des efforts politiques qu’il a
accomplis afin de s assurer que son importance démographique se
refléte dans le statut socio-linguistique, économique et culturel du
frangais dans cette province » says Marie McAndrew. (1987 :53)

To paraphrase it in English we can say “the emergence of
multiculturalism as an essential element in educational debate is one of
the consequences of the process to redefine francophones as the majority
group in Québec and the political efforts that it had to undergo in order to
assure that its demographic importance lies in its socio-linguistic,
economic and cultural status of French in this province.”

This hypothesis seems valid if we take into account the developments in
the domain of education especially after Revolution Tranquille or Quite
revolution of 1960s — ‘a powerful cultural rebirth’- which conferred
unprecedented importance to French language in education and gave rise
to French nationalism. Much effort has been expended since then on
intercultural education.

The educational institutes are more prone to diversities as they have
clients coming together from different ethnic, racial, religious, cultural
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and linguistic backgrounds. In order to address the problems steaming
from diversity, Québec government in 1960s underwent many reforms,
many of them were in education system. Most of these reforms stemmed
from Parent Report (Royal Commission of Inquiry). In 1964 Ministry of
Education was established to replace the council of Public Instruction
and its Catholic and Protestant committees as the official authority to all
education policy in province.

As somehow tumultuous decade of the sixties drew to a close, language
rather than religion had clearly become major issue in Québec politics
and in Québec education (Henchey and Burgers: 28). The government
enacted Bill 63 (Loi pour promouvoir la langue francaise au Québec):
An Act to promote French language in Québec. For the first time in
Québec, the law granted all parents the legal right to have their children
educated in the language of their choice: English or French. But many
Québécois interpreted this law as serious threat to French language and
culture. Hence at the dawn of 1960s we see mass demonstration against
government and its language policies. The following decade, the field of
education was dominated primarily by linguistic nationalism and with the
question of who should have the right to be educated in English schools.

The Bill 63 had all the opposition from different sections of society as
being anti-French language and culture, so Robert Bourassa government
enacted ‘Official language Act’ or Bill 22 which declared French as the
sole language of Québec. But the education clause of Bill 22 did appease
neither Anglophone nor Francophones. Both the major groups viewed
this Bill as being against them, as Anglophones had to undergo tests in
order to get their children access to English medium schools and
Francophones found the monitoring of test very tedious. Furthermore,
this bill was considered “anti-immigrants and violating Human Rights
and it was evident that even this bill did not resolve the language
problem” (Henchey and Burgers: 29).

The first major piece of legislation was Bill 101 or Charte de la Langue
Frangaise(Charter of French Language) passed by Partic Québécois
government in 1977. It was more precise than its predecessor Bill 22, and
resulted in French becoming the official language in virtually all spheres
of Québec life. As far as access to education in English is concerned, Bill
101 is more restrictive than Bill 22. It limited the access of English
schools to only those who have at least one parent who attended English
language elementary school in Québec. So this restricts English
education to children whose parents are English speaking native
Quebecers and requires all other to be instructed in French medium
irrespective of their place of origin and language. Bill 101 thus succeeded
in what Bill 22 failed to achieve i.e. it ensured that new comers or newly
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arrived immigrants receive their education in French. So we see language
has always been an issue in the political discourse of Québec and many
governments has fell and came to power using this linguistic policy.

The policy statement of 1990, Lets’ Build Québec Together, by Québec
government clearly highlights three main tenets of interculturalism:
French as the language of public life, democratic society and a pluralistic
society. The statement reiterates that all cultures and communities must
accept to be modified by intercommunity exchanges and social
interaction (Mc Andrew: 209).

Programs and measures: Québec, as a policy of intercultural education,
opted to offer ‘introductory classes’ (classes d’accueil) or ‘welcoming
class’ for children who are not French-speaking and remedial French
(classes de francisation) for pupil who need to improve their basic skills
in language. Since 1970 Québec has been offering heritage language
program, PELO (Program d’enseignement des languesd’origine). The
principles of Québec’ intercultural policy are most evident with respect to
the provision of heritage language programs, but there are also programs
in areas of promoting tolerance and understanding (Morris 1989:15). for
example, many programs aiming at promoting intercultural, anti-racist, or
citizenship education can be found both in general aims of the curriculum
and in detailed description of targeted student competencies, of broad
areas of learning, and of various academic subjects (McAnrew 2009). For
example, Courses on citizenship and community life, ethics and religious
culture program, history, human rights, media literacy and environmental
awareness. These courses are committed to impart education on diversity
in terms of culture, religious, language and tradition. The targeted
competencies like ‘to think critically’, ‘to construct his or her identity’
and to cooperate with others’ encourage the recognition of prejudice and
ability to put opinion in perspective, encourage respect for others and
constructively embracing pluralism and non-violence.

Conclusion: Interculturalism vis-a-vis Racism- Myth and Reality of
Diversity Management

Racism is as pervasive in Québec as in Anglophone Canada. But fear of
racial tension is the least of their apprehension and the real danger
perceived by Quebecois is the threat posed to French language and
culture by multiplicity of other cultures (Ghosh 2004). It is evident from
the fact that the public debates in Québec have mainly focused on the
integration of immigrant students and the prominence of French language
issues, same has been the attitude of government while making policies.
Successive government would become increasingly reticent and guarded
about taking action when accusations of racism were periodically
directed at Québec by rest of Canada (Potvin: 273). For example, the
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government policy statement on immigration and integration in 1990 and
its policy on educational integration and intercultural education in 1998
devoted only a few lines to racism and framed the issue as a potential
individual transgression rather than a systemic phenomenon (Potvin:
273). So it is evident that there has been a reticence or guarded attitude in
Québec towards dealing directly at racism, naming it, and introducing it
into public policies as an issue to combat.

There is also a dilemma brought about by increasing pluralism in
Quebec. On one hand there are public policy statement recognizing the
existence and support for various ethnic and linguistic minorities and on
the other hand there is a tendency to believe Quebec as homogeneous
entity particularly at political levels (Henchey and Burgess). Moodley
questions the role of institutions in this direction. While Fleras and Elliott
underlines that even after the enactment of Interculturalism, latent
systematic racism can be found in the social institutions like educational
institutes.

Interculturalism is self-purportedly simultaneously about respecting
diversity while attempting to preserve the culture of Québec’s
Francophone majority (Bouchard-Taylor: 19, 113-121). Minorities in
Québec can be said to take into account two majorities as Francophones
in Quebec have a double status: they are a minority in North America and
in Canada, and they are the majority in Quebec. In Québec immigration
was long perceived in as a demographic strategy used by the dominant
Anglo-Saxon group to further confirm the minority position of
francophones in majority Anglophone Canada. This fear forced
Québécois to adopt franco-centric approach in its policies which
apparently shows the withdrawal of the francophones into their cultural
identity which can also be seen as the basis for ethnocentrism. It
maytherefore be said that French Canadians became a ‘national minority’
with language as themain element of their identity. Their prime strategy
is cultural survival, in order to gainacceptance of their particular modes
of expression and activity.

Bibliography

Banton, Michael. Race relations. Tavistock publications, 1967.
Bolaria, B. Singh, and Peter S. Li. Racial oppression in Canada. Garamond

Press, 1988.
Bouchard Gérard and Taylor Charles (2008), “Building the Future: Time for
Reconciliation”, Commission de Consultation sur les

Pratiquesd’ AccommodementReliées aux DifférencesCulturelles.

Canadian Council for Refugees (2000), “Report on Systemic Racism and
Discrimination in Canadian Refugee and Immigration Policies”.

Conseil des relations interculturelles, 2001

Driedger, Leo. Race and ethnicity: Finding identities and equalities. Don Mills,

182



Assonance, No.17, January 2017

Ont.: Oxford University Press, 2003. P 216

Driedger, Leo. Race and ethnicity: Finding identities and equalities. Don Mills,
Ont.: Oxford University Press, 2003.

Dyck, Perry Rand, and Christopher Cochrane. Canadian politics: Critical
approaches. Nelson Canada, 1993.

Dyck, Rand. Canadian politics. Nelson Thomson Learning, 2™ ed.,

Fleras, Augie, and Jean Leonard Elliott. Engaging diversity: multiculturalism in
Canada. Nelson Thomson Learning, 2002.

Ghosh, Ratna. "Public education and multicultural policy in Canada: The
special case of Quebec." International review of education 50.5-6 (2004):
543-566.

Henry, Frances, and Carol Tator, eds. Racism in the Canadian university:
Demanding social justice, inclusion, and equity. Toronto: University of
Toronto Press, 2009.

Henchey, Norman, and Donald A. Burgess. Between past and future: Quebec
education in transition. Detselig Enterprises, 1987.

Heywood, Andrew. Global politics. Palgrave Macmillan, 2011

Icart, Jean-Claude. Historical perspectives on racism in Québec. Conseil des
relations interculturelles, 2001.

Kallen, Evelyn. Ethnicity and human rights in Canada. 2nd ed. Toronto:
Oxford University Press, 1995.

McAndrew, Marie and C S Raj (eds.), Multiculturalism: public policy and
problem areas in Canada and India. Manak Publications, 2009.

McAndrew, Marie. Le traitement de la diversitéraciale, ethnique et culturelle et
la valorisation du pluralismedans le matérieldidactique au Québec:
rapport de recherche. Conseil des communautésculturelles et de
I'immigration du Québec, 1987.

Moodley, Kogila. Beyond multicultural education: International perspectives.
Calgary: Detselig Enterprises, 1992.

Morris, Sonia V. Multicultural and Intercultural Education: Building Canada:
Proceedings of the November, 1987 CCMIE National Conference,
Edmonton, Alberta. Detselig,, 1989.

National Association of Social Workers, 2007, Institutional Racism & the
Social Work Profession: a call to action

Ouellet, Fernand, and Michel Pagé. Pluriethnicité, éducation et société:
construire un espacecommun. Institutquébécois de recherche sur la culture,
1991.

Potvin, Maryse. "Interethnic relations and racism in Quebec." Quebec
Questions: Quebec Studies for the Twenty-First Century (2010): 267-86.

Statistics Canada, 2006 census

Szuchewycz, Bohdan. "Re-pressing racism: The denial of racism in the
Canadian press." Canadian Journal of Communication 25.4 (2000)

183



GLIMPSES OF BUDDHISM IN IVAN BUNIN’S THE
DREAMS OF CHANG

Varsha G.

Ph.D. Research scholar, Department of Russian & Comparative Literature, University of
Calicut

Abstract: Metaphysical ideas especially Buddhism has influenced
a series of writers and poets. In a number of literatures Buddhist
preaching, ideas, motives, symbols and metaphysical elements are
incorporated by various authors to portray life. Russian writer
Ivan Bunin being enchanted by Indian philosophy especially that
of Buddhism under took a journey to India, Cylon (Sri Lanka)
and China in order to acquired first hand acquaintance with the
Buddhist way of life. This research article is an endeavor to
understand Ivan Bunin's short story ‘The Dreams of Chang’in the
light of his Buddhist vision.

Keywords: Buddhism, Ivan Bunin, The Dreams of Chang,
Dilemma of existence

The rich cultural heritage of India has attracted intellectuals from across
the globe, and the Russian were not exception. The direct contact between
Russians and India emerged in the 15™ century when Afansi Nikiti, visited
India and wrote his well-known travelogue ‘Journey Beyond Three Seas’.
Russia experienced its first contact with Buddhism- its philosophy and
traditions in 13™ century. Russian indologist mainly focused on the India’s
spiritual values of Hinduism and Buddhism. Fyodor Shcherbatskoy was a
Russian indologist who traveled to India and Mongolia. After returning
from India, he published the first volume of theory in Russian language
entitled Theory of Knowledge and Logic of the doctrine of Later Buddhist
(1903). In 1913 the Russian symbolist writer Konstantin Balmont also
visited India, later he translated Ashvaghos’s ‘The Life of the Buddha’
into Russian. Another path through which the Buddha entered Russian
intellectual circles was the translations of Sir Edwin Arnold’s ‘The Light
of Asia’ (Marullo, p.5). From the early period to the present age many
writers were influenced by Buddha, and their works reflected the theme of
Buddhist ideas. Vladimir Solove’v had enthusiastically espoused
Buddhist element as karma and rebirth in his works (Marullo, p.5). Sergei
Yesenin believed that with exception of Buddha and Christ, human beings
are sinners who had fallen into the abyss of dishonesty (Marullo, p.5).
Leo Tolstoy’s life and works bear the imprint of Buddhist thought. Under
the influence of Buddha, Tolstoy wrote a small pamphlet entitled ‘The
Buddha’ (Marullo, p.5).

Ivan Alexeyvich Bunin (1870-1953) was the first Russian writer to get
Nobel Prize for literature (1933). His writing style and techniques paved a

184



Assonance, No.17, January 2017

new way in Russian literary tradition. Maxim Gorky called him “the best
craft man in modern Russian literature” (Olga Shartse, p.8). Bunin’s
poetry and prose are portrayals of Russian countryside and reflect his love
for nature and motherland.

After the revolution of 1905, Bunin was unhappy with the socio-political
conditions in the country. This was the time when Bunin turned his
attention towards Indian philosophy especially Buddhism for peace and
meaningfulness in life. For a better understanding of Buddhist
metaphysical ideas and treatises, he visited Indian subcontinent in 1907
and in 1911. Bunin’s later life and works were influenced by his newly
acquired understanding of Buddhism. His wife, Muromtseva, has written
in her diary that Bunin used to read showing high appreciation for the
translations of Buddha’s address to monks and to speak about the books
on Buddhism he saw in Kandy (Sri Lanka) and Cylon (Sri Lanka)
(Marullo, p.5). . In an interview, Bunin told to Irina Odeestva that “... in
India I thoroughly mastered Buddhism... there were even times when I
very much wanted to become a Buddhist...” (Marullo, p.5).

Bunin’s colleagues, critics and contemporaries bear out his fervent
response of Buddhism. According to Julian.W.Connolly, Bunin was
absorbed in teaching of Buddhism and incorporated them in his own
artistic vision (Connolly, p.12) Boriz Zaitsev summed up the case of
Bunin and Buddhism by succinctly noting in 1924 that ‘Bunin responded
to the world with an Asiatic- Buddhist sensibility. The Buddha was quite
close to him’ (Marullo, p.6). And Kuznetsova, for instance wrote in 1927
diary entry that ‘Bunin lived his life like Buddhist monks... people who
embark on a spiritual journey and who gradually purify themselves
(Marullo, p.5). The American critic Thomas Gaiton Marullo mentioned
his book If You See The Buddha: Studies In The Fictions Of Ivan Bunin,
that ¢ Buddhist ethos overtly figures in Bunin’s works for a period of little
more than twenty years, beginning in 1914 with The Brothers and ending
with The Liberation of Tolstoy in 1937. These works clearly bear the
influence of Buddhist ideas while they vary widely in emphasis, genre,
and form. Some make only cursory or allusive reference to Buddha’s life
and thought’ (Marullo, p.15).

Bunin portrayed many Buddhist concepts in his works. His short story
The Dreams of Chang is a story of a dog-named Chang and his master
who is a sea caption. The story develops through dream memories of
Chang. Both Chang and his master faced the dilemma of existence in their
life. Their life experience leads them in a sense of alienation and of
entrapment contributing to their inner fragmentation and external
distinction from the world. Buddha’s preaching of four noble truths are
reflected in this story.
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The first noble truth: “There is suffering (dukha). The life is full of misery
and pain. Even the so-called pleasures are really filled with pain. There is
always fear lest, we may lose the so-called pleasures. Birth, old age,
disease, death, sorrow, grief, wish, despair in short all that is born of
attachment, is misery. Buddha gave a systematic treatment to the problem
of suffering. The transistorizes of worldly pleasures, the pains felt at their
loss and the fears lest they should be lost etc, make pleasures lose their
charm and turn them into positive source of fear and anxiety”. (Thachil,
p.102). Master and Chang suffered in their lives. Master’s life is full of
tragedy. Master once told to Chang that he was afraid of this living world.
It was very difficult to live in the world. “Living in the world is
frightening, Chang, it is very good but frightening at the same time,
especially for people like me. I am much too greedy for happiness, and I
stray far too often” (The Dreams of Chang, p.117). The sea captain was
Chang’s second master until then he was with a Chinese man. Master
bought him from Chinaman for only a dollar and named him Chang. The
dreadful climate effected Chang badly and he feels sick. “Chang utterly
exhausted by his sufferings did not once in those three weeks leave his
corner in the hot, darkish passage” (The Dreams of Chang, p.112).

The second noble truth: “There is a cause for suffering (dukha-
samudaya) - Everything has cause. Nothing comes out of nothing.
Everything in this world is conditional, relative and limited. Suffering
being fact must have a cause. It must depend upon certain conditions”.
(Thachil, p.102). The reason behind Master’s suffering is love towards his
wife and daughter. He was very much attached with his family. He
realized the truth that his lovable wife is not genuine in her character. He
said to Chang that “if you only knew what hell it was when I felt for the
first time that she was already not wholly mine” (The Dreams of Chang,
p-120). Master criticized women in general. According to him: “There are
women, you see, who are always pining with a melancholy sort of
longing for love and who, for this reason, never love anyone”. (The
Dreams of Chang, p.121) He confessed to Chang that now he love only
his daughter, “I love her so much that it even frightens me: you see, she is
my whole world” (The Dreams of Chang, p.116). In the case of Chang,
his cause for suffering is his master’s unexpected death. His master’s
startling death leads Chang to another phase of life. “He sits there with
drooping head, feeling half-dead and dull, and shivering all over” (The
Dreams of Chang, p.124).

The third noble truth: “There is cessation of suffering (dukha nirodha)-
the third noble truth is corollary of the second noble truth. If suffering
depends on some conditions, it can be stopped by removing the
conditions. The cessation of suffering is called nirvana. The word nirvana
literally means ‘blowing out or cooling’. According to Buddhism, nirvana
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is not the blessed fellowship with God for that it is only a perpetuation of
desire. What Buddha means by nirvana is only the destruction of the false
desire and not all the existence. Nirvana is only the destruction the fires of
lust, hatred and ignorance”. (Thachil, p.104-106) Master leaves his wife
and he gets some relief with his daughter’s presence. He confessed to
Chang that now he love only his daughter, “I love her so much that it even
frightens me: you see, she is my whole world” (The Dreams of Chang,
p.116) After master’s funeral, Chang was shifted to his third master. He
consoled him and took him with his home. “Touching Chang’s head with
a trembling hand, he bends lower still, and their eyes, filled with tears;
hold so much love for each other” (The Dreams of Chang, p.124)

The fourth noble truth- “The path to liberation (dukha nirodha marga)- the
conditions which produce suffering has been shown to us by the
pratyasamudapada- the second noble truth. The fourth noble truth lays
down a path leading to the cessation of suffering. The path recommended
by Buddha consists of ‘eight fold noble path’ (astangika marga). The
eightfold path furnishes very succinctly the essence of Buddhist ethics”.
(Thachil, p.107)

According to Buddhist principles our sufferings is not sustainable. We can
simply remove the cause of suffering. Buddhism suggests eight-fold path
to the end of suffering .It is a practical guideline to ethical and mental
development with the goal of freeing the individual from attachments and
delusions. Moreover, it finally leads to understanding the truth about all
things. Bunin’s character attains the eight fold path. In eight- fold path,
the first path is right view. It means to see things as they are. Our view of
world forms our thoughts and our actions; right view yields right thoughts
and right actions. In Buddhist view, second eight fold path is Right
intention. It refers to the kind of mental energy that controls our actions.
Buddha distinguishes three types of right intentions: the intention of
renunciation, which means resistance to the pull of desire; the intention of
good will means resistance of anger and aversion; and the intention of
harmlessness means not to think or act cruelly, violently or aggressively
and to develop compassion. In this story there is a never-ending gap
between what the Master expects from love and what the world has to
offer to him in return. This leads Master to realize noble truth of Buddha
and he avoided all types of mental deeds towards the worldly pleasure.

Master feels life only possible for maniacs because having detached from
the life they are not aware of the things happening around them. On the
contrary, other human beings long for everything has the desire for life
and is closely attached to the worldly pleasure. When he/she realizes the
fallacy of worldly pleasures he is uncounted by the dilemma of existence.
According to Buddha, right mindfulness helps to understand the things as
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they are with clear consciousness. Instead of this consciousness, we
interpret things in relation to our own life experience. Which is not the
right path. In the same manner, the Master defines life from his own point
of view because his life experience insists him to do so. Master says to
Chang philosophizing: “There are two truths in life, perpetually changing
places- the first truth was that life was inexpressibly beautiful, and the
second that life was only possible for mad men”. (The Dreams of Chang,
p.111). Through the different shades of his life experience master realized
the meaning of existence.

Bunin presented Buddhist views of Rebirth through the words of the
Master. According to Buddha rebirth means a new existences after death.
It happens to those who cannot achieve salvation in their previous life,
they are re incarnated in other forms (not always human beings, but as
any living creature). The Master described to Chang that the God has the
supreme power over the living creatures, and he is both the creator and
the absorber. According to his will things happen, nothing can go against
his will. But we people always wants to change things in our own way.
According to the Master:

... The mother of all things produce all things and absorbs them,
and in absorbing them again produces all living things in the
world, or in other words it’s the way of all living should go
against. And yet we are always going against it, we always wants
to change everything our own way...” (The Dreams of Chang,
p.117)

Bunin also faced same kind of mental agony in his personal life. His first
marriage with Anna Tsakini was unsuccessful because she did not had any
type of emotional bondage towards him. However, Bunin loved her very
much and he could not overcome his separation with his beloved wife.
They fell apart and Bunin was miserable and suffered a terrible sense of
loss. At the end of 1899, he wrote a letter to his brother:

You won'’t believe this, but if it were not for a faint glimmering of
hope I'd kill myself without a quaver... I’m not going to describe
my sufferings, and there’s no sense in doing so. But I’'m finished-
it’s an accomplished fact... for no man perhaps has ever suffered
greater agony, greater despair and indignity from losing love,
hope, everything... think of me and remember that I’'m dying...
(Light Breathing And Other Stories. P.15)

Bunin and his character the Master faced the same situation in life, since
both of them lost their loved ones and were facing the existential crisis.
They feel as if their life is almost over, they thought only death can wipe
out their mental strain. They are alienated from society and even from
their own self. According to Buddha, the origin of suffering is attachment.
While we are in love with someone else we enjoyed our life and thought
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that, we are the happiest man in the whole world. And we are never able
to keep permanently what we strive for and just as happy moments pass
by we ourselves and our loved ones will pass away one day, too. Here
Bunin’s and his character’s attachment towards their loved ones causes
them such mental sufferings.

Ivan Bunin’s ‘The Dreams of Chang’ presents glimpses of Buddha’s four
noble truths. Both the characters of the story Master and Chang go
through these four noble truth in their life. The root cause of their
suffering is attachment. Bunin acquainted with Buddhist way of life and
he effectively presented Buddhist philosophy in this work.

Bibliography

Bunin, Ivan. “Light Breathing and other Stories”. Trans. Shartse,Olga.
Moscow: Raduga Publishers, 1988. (P.109-125)

Bunin, Ivan. “Ivan Bunin Stories and Poems”. Trans. Shartse Olga. Moscow:
Progress publishers, 1952.

Balachandran.S, Benette Raymond. “The Encyclopaedia of Nobel Laureates in
Literature”,New Delhi: Dominant publishers& Distributors, 2002.

Carter, Roland. Mcrae, Jhon. “The Routledge History Of Literature in English”,
Routledge; New York: 2005.

Ed. Dash.K.Narendra. “Buddhism in Indian Literature”, New Delhi: Aryan
Books International, 2007.

Ed. Maurya ,Abhai. “India and World Literature”, New Delhi: Indian Council
for Cultural Relations, 1990.

Gulati.N.Mahinder. “Comparative Religious and Philosophies
Anthropomorphism and Divinity”, New Delhi: Atlantic Publishers, 2008.

Herbert.P.Wilson., Mukherjee,Nilonjan. “The Encyclopedia of world’s Great
Authors Literature”, New Delhi: Dominant publishers Distributors, 2002.

Kundera, Milan. “The Unbearable Lightness of Being”, Harper Collins; New
York: 2004.

Roubiczek,Paul. “Existentialism- For and Against”, Cambridge University
Press; London: 1964.

Marullo, Gaiton, Thomas. “If You See the Buddha: Studies in the Fictions of
Ivan Bunin”,United States of America: Northern University Press, 1998.

Maurya, Abhai. “Indian and World Literature”, New Delhi: Indian Council for
Cultural Relations; 1990.

Mazumdar,Subhra. “Spiritual Masters of Ancient& Medieval India”, Mumbai:
Magna Publishing Co.Ltd; 2007.

Ed. Singh,Renuka. “Becoming Buddha”, New York: Penguin Ananda; 2011.

Thachil. J “An Initiation to Indian Philosophy”, Always: Pontifical Institute of
Theology and Philosophy, 2000.

Julian.W.Connolly, Desire and Renunciation: Buddhist Elements in the Prose of
Ivan Bunin. http://www.jstor.org/stable/40867831- Vol 23, No/ Mar-1981
PP-11-20.

189



TRANSFORMING PAIN IN TO RESISTANCE: A
STUDY BASED ON LIMBALE’S THE OUTCASTE
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Abstract: Sharan Kumar Limbale is one the popular writers in
Dalit Literature. Limbale’s The Outcaste reveals the self of a
dalit. He has to suffer because of the hypocrisies and the
prevalent traditions of the upper caste (Patil). The novel moves
forward through the themes prominently, poverty, hunger and
exploitation. Limbale gives more importance to his personal
experience than imagination. He depicts the strength achieved
from his bitter experience in life and he tries to create an identity
for dalits.
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Sharan Kumar Limbale is one of the eminent writers in the trajectory of
Dalit writers. Limbale’s literary contributions are noteworthy in the sense
that it evoked the exploitations faced by him and his community in front
of the world. As a writer Limbale presents the predicaments of his
community in front of the world perspicuously and powerfully. Limbale
expounds through his work that the society had estranged him as an
uncultured creature with the only reason that he belongs to a Dalit
community. Tony Blackshaw in his work ‘Key Concepts in Community
Studies’, says that Limbale brings forth the identity crisis faced by the
dalit community. “Dalits have a stereotypical image and they are still
struggling to erase this image. Dalit are identified as backwards because
of their socio-economic, religious status is different from others. Socially
they are outcaste, economically they are backward and from religious
point of view they are lower caste” (Blackshaw, 113).

Dalit writing is gradually emerging as a discipline of academic study. In
the words of S. Anand, “While dalit tales seems to have become
touchable, the creators and protagonists of these tales continue to deal
with dehumanizing untouchability, which is reinventing itself in various
subtle and crude ways”(Anand,4). Dalit Writings had rooted out from the
concept to assert their dignity and identity in front of the world and to
fight against the wickedness of the society. Persuaded by the unrighteous
social scenario Limbale stepped into the world of literature and his
autobiography The Outcaste earned a throbbing discussion from the
literary world.

In an interview Limbale opined, “Dalits face exploitation and
discrimination even from the mother’s womb itself” (Kanaujia, 5).
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Limbale believes that his writings help them to assert their identity and
earn a new life to the community. Even at the time of his writing, he
faced a lot of criticism from all over that further strengthened his will to
expose atrocities on dalits through his writings.

Members of the Mahar community, of Maharashtra, are the prominent
characters of the novel — The Outcaste. The novel draws out a vivid
picture of the community who is continuously harassed by the elite
community, or the so called ‘masters’ or ‘their bread givers’. The novel
moves forward through the themes prominently, poverty, hunger and
exploitation. Over exploitation leads to poverty and that to hunger and
ultimately it reaches exploitation and thus the cycle is deferred forever.
Limbale, as a Dalit and more as a writer, brings the intensity of appetite
to the prospect of the readers. Limbale says that experiencing the
condition of poverty itself is the only way to know the unfathomed depth
of hunger. He adds that food is only a dream in front of them who are
bewildered before the enigma of hunger.

Not only in literature but throughout the whole world, the concept of
hunger earns much prominence in different social milieu. In his work
Cast System in India the eminent writer Ekta Singh says, “The depiction
of hunger has been a powerful motif in the works of many writers in
India and across the world. Because the act of eating takes such an
essential place in the day-to-day life of human as well as in the universal
struggle for survival, the motif of hunger becomes a powerful force that
drives the action and plot of many works of art” (Singh, 31-32).

It is really a shame that a large number of people are still under poverty
in a world that claims the heights of progress. The landlords have been
exploiting Dalits for ages and Dalits are forced to undergo those
exploitations in order to get rid of their hunger. Although Dalits are
considered untouchables, Dalit women are brutally exposed to sexual
exploitations. Limbale enunciates through his work that the fate of a
Dalit had always kept their lives under the landlords. “According to the
religious scriptures lower caste people do not have the right to take
education that is why they remained illiterate and the upper caste people
take advantage of their illiteracy. So the roots of hegemony can be traced
back to these social practices that were codified over a period of time.
For instance women were considered inferior to men by the religious
scriptures like Manusmriti and if she belongs to the lower caste, she has
the burden of religion, her father, brother and husband” (Buhler, 327-28).

As The Outcaste is an autobiographical novel, Limbale gives more
importance to his personal experience than imagination. Mini Babu in her
article The Dalit Vision and Voice: A Study based on Sharankumar
Limbale's Akkarmashi says “Dalit writers express their experiences in
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stark realistic manner by using their native speech. Their language as
well as image comes from their experiences instead of their observation
of life” (Babu, 4). The Outcaste tries to delineate the lives caste out from
the main stream of the society and deals mainly with poverty, hunger and
exploitation. Limbale makes it clear the extent to which poverty could
stretch out its hands. It is evident from the novel itself, “Man has been
striving to satisfy his stomach. Filling even one stomach proved difficult
for him. He began to live with a half filled one. He survived by
swallowing his own salaiva. He went for days without eating anything.
He started selling himself for his stomach. A woman becomes a whore
and a man turns to be a thief. The stomach make you clean shit, it even
makes you eat shit” (Outcaste: Akkarmashi, 8). Here, according to dalit
(Mabhar) people, food which satisfies ones appetite is only a distant dream
which is never going to fulfill ever in the future. Limbale asserts his
points, or rather his experiences, by telling that poverty can even force a
person to have nothing but the human waste. Although this fact evokes
disgust in us, this asserts that the cruel status of poverty drags the person
like an animal. Further Limbale writes about the pathetic situation of the
dalits because of hunger: “Our village has provided us with bread so we
owe much to them. They did provide bread but in exchange satisfied their
lust with our women. I can bear to think of Masamai caught between
bread and lust. Who will rescue my mother? She will die blemished, an
object of someone’s lust” (Akkarmashi, 64).

Dalits have been fighting against the evil caste system throughout the
novel. “The caste system was challenged first by Buddha, Jaina and
Lokayata by questioning the orthodoxy of Brahmins” (Kumar, 124-25).
“Later it was challenged by The Bhakti poets. Bhakti Movement started
in South India where the focus has been on the achievement of equality”
(Burchett, 115).

Limbale writes how the high caste enjoyed the fruit of dalit’s labour.
Limbale puts straight in to the words: “This is Narayan Patil’s [land lord]
well. Last year the Mahars dig and built it. The spades and shovels of
Mabhars were used to dig the well. The Mahars gave their sweat for it.
They also used explosives. They, the Mahars, are the reason why there is
water in the well. But now the same Mahars are not allowed to draw
water from it, not even drinking water” (Outcaste: Akkarmashi, 81-82).
The opening pages of Limbale’s The Outcaste describes the primary
school life of Sharankumar which makes him aware of being an
untouchable/ a Dalit as he belongs to the Mahar community. Here,
unknowingly he accepts the difference between the higher caste students
and him [a student of Mahar community] because of segregation and
imposed differentiation every aspect like eating habits, dressing even in
the games (Dehariya, 2). “The Wani and Brahmin boys played kabbadi.
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Being marked as Mahar we couldn’t join them. So Mallya, Umbrya,
Parshya, all from my caste, began to play touch and go. We played one
kind of game while the high caste village boys played another. The two
games were played separately like two separate whirlwinds”
(Akkarmashi, 2). The narrator says that, at school the Dalit students had
to wait till the upper caste students to finish their lunch as the lunch of
the Dalits were the bread crumbs wasted by the upper caste elites. There
were discrimination even in the college hostel he says and were restricted
from even their basic requirements. “Our [Mahar people] poverty didn’t
allow us to enjoy the luxuries of college life........ We continued our
education amidst great poverty........ There were so many Dalit students
like us. The pain of poverty was not just mine. We all existed like grains
crushed in a stone grinder” (Akkarmashi, 83).

Through his own experiences, Limbale tries to represent the problems
faced by the whole Dalit community. We can consider the writer as a
warrior who fights for the Dalit community against the injustices he
faced from the social milieu.

Limbale was the illegitimate son of Hamanta Patil, a landlord. Hamanta
was exploiting Limbale’s mother the beautiful Masamai. When Limbale
was born, Hamanta had driven Limbale and Masamai from their village.
As Masamai was not his legal wife she could only obey his orders
without any protest. Here the writer points out towards the fact that a
Dalit woman, no matter to which community she belongs to, is exposed
to the cruelties of the extreme exploitations and also in front of the
uncertainty of the perilous waves of life. Limbale recalls his experience
of Hamanta calling him a bastard, thrashing him into blue and black and
dening even a drop of water.

Santamai, mother of Masamai, is another prominent character in the
novel. Often Santamai, who earned through begging, was the bread giver
of Limbale. Bhakhari was most probably their food. Bhakhari was a kind
of dish which was made out of the remnants of undigested rice particles
from the cow dunk. Limbale and his siblings hated the disgusting smell
of bhakhari and in most of the days they, without having it, just chewed
and spat the residue out. Although this is the state, out of their starvation,
like any other Dalit Santamai was also forced to have it.

In the middle of the narration of humiliation and hunger, Limbale
suddenly assumes the tone of a philosophical investigator trying to
deconstruct the cosmos: “Bhakaari is as large as man. It is as vast as the
sky, and bright like the sun. Hunger is bigger than man. Hunger is more
vast than the seven circles of hell. Man is only as big as a bhakari, and
only as big as his hunger. Hunger is more powerful than man. A single
stomach is like the whole earth. Hunger seems no bigger than your open
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palm, but it can swallow the whole world and let out a belch. There
would have been no wars if there was no hunger. What about stealing
and fighting/ if there was no hunger what would happen to sin and virtue,
heaven and hell, this creation of God/ if there was no hunger how could a
country, its borders, citizens, parliament, Constitution come into being?
The world is born from a stomach, so also the links between mother and
father, sister and brother. (Akkarmashi, 50-51)

The novel brings out the fact that ones’s social domain creates a burglar
and slayer from a person. The society denied him everything only of the
reason that he belongs to a Dalit community. At last he becomes a thief in
order to get rid of the starvation and poverty. Again the same reason leads
him towards begging and prostitution. He reaches to a point in which he
even becomes ready to share the waste food with straying animals.
Limbale movingly describes a scene in which he and his sister had to eat
banana peels to feed themselves: “By evening the market dispersed. Vani
had collected banana skins which people had discarded after eating the
fruit. She sat by the street and ate the skins. I hit Vani, I snatched the
skins and threw them away to stop her from eating them. Suddenly
though, I changed my mind. I collected the banana skins and wiped them
with my shirt as they were soiled. Then I went to the river, sat in a corner
and started eating them. When I saw our teacher approaching, I threw
away the skins. It was as if I was throwing away my stomach with
hunger in it” (Akkarmashi, 22).

His life narrative gives voices to the whole community and represents the
severity in its extremity. “Limbale goes with the ‘Art for life’s sake’
rather art for social cause because dalit literature has its own social
responsibilities. The ideology of ‘Art for Art’s Sake’ aims to amuse the
sense but to expect the same from dalit literature is utter foolishness. The
reader should be inspired and assured after reading a dalit text whether it
is Joothan (Valmiki) or The Outcaste. He should feel enlightened and
motivated towards the demolition of the unjust social practices. The
objective of freedom is for bigger than the objective of achieving
aesthetics. Freedom is a revolutionary idea. People had laid their lives to
gain freedom but nobody would do the same for the sake of aesthetic
pleasure. The desire of liberty may lead to a revolutionary change in our
society” (Kanaujia, 4).

Limbale is one of such writers who made mighty swords out of their
words to fight against the injustices of the society through his words. His
writing reminds us of the fact that hunger is the cruelest experience and
man himself is the cruelest enemy of man. According to Dr. B R
Ambedkar every Indian carries a prerogative of equal right and
opportunity. No one has the right to interfere in another’s constitutional
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right. But all these constitutional rights are undermined by the real social
scenario remain merely as an utopian dream.

The Outcaste is not simply a literary work; it is a mirror of the dalit
community. The intention of the author is to present their pathetic life
before the readers. His writing gave space to the oppressed to share and
interact with the community. He depicts the strength achieved from his
bitter experience in life and he tries to create an identity for dalits.
Limbale’s The Outcaste is an unforgettable record of Indian cruel caste
system.
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Annotation: Igor Olegovich Shaitanov is one of the famous
Russian critic. He is also the Chief Editor of the journal Voprosi
Literatury. The interview was taken during the Forum of Young
Writers in Moscow in 2015. The aim of interview is to know the
opinion of the leading publishing industry about Nobel laureate
Svetlana Alexievich. The opinion of the Russian critics about
Svetlana Alexievich becomes important specially after she was
conferred the Nobel Prize, which is considered as the ‘political
motivated prize’in Russia. The interview will help the scholars to
know how Russian critics receive the Nobel Prize winner in
Russia.

Heopv Onecosuu Illaiimanos poounca 7 aseycma 1947 6 Bonozoe.
H.O Hlaiimanoe - cogemckuuii U POCCUUCKUL  KPUMUK,
aumepamyposed,  0okmop  @uaonocuveckux Hayk  (1989),
npogeccop, 3asedyowuii Kagheopol CpPAGHUMETbHOU UCTOPUL
aumepamyp  ucmopuxo-guaonozuueckozo gaxyromema PITY.
Aemop uccredogamuti no  GONPOCAM  UCIMOPUU  AHEIULCKOU
aumepamypul, pycckoti aumepamypul XIX u XX eexoe. Inasnulii
pedaxmop ducypuana «Bonpocwr aumepamypuery. Jlaypeam npemuu
umenu A. H. Becenoscxoco PAH 3a yuxn pabom: «Anexcanop
Becenosckuii. H36pannoe: ucmopuueckas nosmuxay, «Anexcanop
Becenoscxuii. H36pannoe: Ha nymu x ucmopuueckoi nosmuxey,
«Komnapamusucmuxa u/unu nosmuka. Aneautickue ciodicemol
anazamu ucmopuueckoti nosmuxuy, «Lllexcnupy (2014).

B oannom unmepsvio H.O. [laiimanos pacckasvisaem o C.A.
Anexcuesuy, Komopas HeOA6HO  HA2padcoeHa  HOOenecKoll
npemuu. Imo unmepsvio npogedena 6o epems Popyma mMonoovix
nucameneu 6 Mockee 2015 200a. Llenv unmepgwio y3Hamo mHeHue
2nagno2o pedakmopa dcypuana «Bonpocer aumepamypory o C.A.
Anexcuesuu.

Kak BbI nozHakoMuJIMch co CBeT/1aHoi AjleKkcueBuY?

Co CaemitaHoit AnekcueBuY, 51 MO3HAKOMUJICS B VHIUM, KOTa Mbl ObLTH
TaM B COCTaBe HEOOJBIION Jeneranud. B 3Ty generanui BXOAMIa
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Ceernmana Anexkcuend, Jlrogmuna VYiunkas, Haranes HMBanosa. Mgl
ObUIM TipurIanieHsl PanmkanoiCakceHol Ha KOH(PEPEHIIHNIO, TIAe MBI BCE
BeicTynaiu. M Tam s nugHO TO3HaKoMmIICS co CBeTaHoi, KOTOPYIO
€CTECTBEHHO XOPOIIIO 3HAJ, KaK YATATEIb.

Kak BBI Mo:keTe onucarh JuuHocTh CBeriianbl AjiekceeBuu? Kakoii
OHA YeJIOBEK?

Korma s ¢ Hell mo3HakOMWJICS JIMYHO, TO C OAHOM CTOPOHBI, SI MOHSUI
[oYyeMy OHa JeJIaeT TO YTO OHa JEJaeT, BOCCTAHABIMBAET MPOILIOE,
Oecemyet ¢ ronpMu. Ho ¢ pyroii CTOPOHEI S MOHSUT HACKOIBKO €H JIMIHO
9TO He pocTo. OHA YETIOBEK JAOBOJIBHO 3aKPBITHIH, C TPYAOM BBIXOSIINMA
BO BHELIHUN MHp, OY€Hb PAHUMBII U IOITOMY s MOHUMAI0, YTO JJIs Hee
KaXk[1asi KHUTa - 3TO OOJBIIOE HEPBHOE YETIOBEUECKOE HAMPSHKEHUE.

OnHa 4YeJoBeK, Kak MHE II0Ka3ajJach OUYeHb BHYTPEHHUIH U Haxe s OBl
CKa3aJl  3@Xarblif, 3aKOMIUIEKCOBAaHHBIM, IO3TOMY €M  TpydHO
mpeonosnesath ceds. Bece BpeMst (€CTh Takol pycckoe BEIpaXEHUE — «HA
HEpBE») OHA BKJIIOYEHA IYNIEBHO BO BCEX CHTYalHAX, B KOTOPBIX
YYacTBYeT, TIPUYEM Jake B OBITOBBIX CUTyanusx. CkakeM Hallle TaKou
JIUYHOW TECHOE OOIIEHUE HAYATIOCh C TOTO, UTO 5T YBHUJIEIN €€ B COCTOSHHUH
nanuke. S copocun B yem neno? Ona roBoput: «S 3a0buia cBoe
€XKEJHEBHOE JICKAPCTBO OT CepIlia, s He 3HAK0, YTo cO MHOM Oyner.Kak s
BbIIEPKY? 37€Ch U KIUMAT APYToii»

51 roBopio: «3HaeTe, YTO y MEHS TOXKE €CTh JIEKapCTBO cepaeuHoe». OHa
roBoput:«Kakoe?».5 el moka3an —31o ObLIO (paHIy3CKOE COBPEMEHHOE
nmekapctBo. Ona  roBOopuT:«MOkKHO MHE TmompoOoBarb?»  Ona
morpoboBaa. Sl He yBEepeH, 4To el Hy)KHO ObLTO HIMEHHO 3TO JIEKapCTBO,
HO TICHXOJIOTHYECKH, TOT (PAaKT, YTO OHAa NMPHHHUMAET ITO COBPEMEHHOE
JIEKapCTBO,5 YCIIOKOMIICS.

Kakoe Baiie MHeHHE O ee l'lpOPBBe,lIeHl/lﬂX?

Ceronnss yXe Ha CEMHHape s IUTHUPOBAIT 3HAMEHUTYI0O MeTadopy
BEJIUKOIO PYCCKOro ¢dopmanucralOpus TeiasiHOBA. On
roBopuiL«JIutepatypy, Kak My HeNb3sl CyAUTh IO BKycy U 3amaxy. Ee
HaJIO CYIUTh IO TOHW poyie, KOTOPYIO OHa WIpaeT, Mo TOH (QyHKUIUH,
KOTOPYIO OHa BBIMONHAET. Tak BOT,CIOpPBI, KOTOPBIE HAYT BOKPYT
Csemianbl ANEKCUEBUY — Kakoropoga ee nposa? [maBHoe, 4To 3Ta npo3sa,
KOTOpasi BBITIONHSET CBOIO POJIb, OHA HEOOXOIMMO H aBTOPY.MOXKeT OBITh,
9TO BOT TAKOH 3aJI0T ycrexa 3Tod mpo3bl,4To CBeTiiaHa AJIEKCHEBUY ITO
OIIYIIAET U 5 B 9TOM YBEpPEH, KakK, TO JITYHOE JIJI0, KOTOPOE OHA JTOJDKHA
caenars U B KOTOpoM oHa xwuBeT. Kcraru, korga mel 0simn B MHAnu, oHa
TONBKO 3aayMbIBajia KHUTY «BpeMmsi CEKOHIOXEHI», KOTOpas II0TOM
nosiBwiTack. OHa TOBOpWJIA CKYyIoO, HO ToBopmia O Heil. M ee KHHUTH
JIeIICTBUTENILHO OTKPBUIM  JOMNOJHUTENbHBIC,HEOKUIAHHBIE CTOPOHBI
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BOWHEI. BBl 3HaeTe, OMATH JKe COMUINCH HA pyccKux dopmainucrax. s
TOTO 9TOOBI YBHJIETh TO-HOBOMY,HY’)KHO YBHJIETh OTCTPaHEHHO, HYKHO
HAlTH HOBYIO TOUYKY 3peHHs. Ecim Bce BpeMs MOBTOPSTH OFHO H TOXKE,
Jaxke eclii 3T0 OylaeT MOBTOPEHHE YEro-TO Ba)KHOTO, TParuvecKoro,
001I1e9eI0BeYeCcKoro, T0 CIyX W CO3HaHWE TpPHUBBIKAeT K 3Tomy. Hamo
HAWTH HOBBIN XOJ, HOBBIM MOIX0J]. BOT OHa ObLIa YEIOBEKOM, KOTOPHBIHA
9TO HOBBIN XOJl OTKpBIBaJIa U, CIEI0BATEIbHO, OTKPHIBAJIa 3aHOBO TEMY.

B CMH Cgetriiana AjleKcHeBHY 4acTO KPUTHKYeT Poccuiickoe
rocyaapcrtso. Uto Bbl AymMaeTe mo 3ToMy NOBOAY? ITO ee JTUUHOE
MHeHHe?

3HaeTe, i HaBEpPHsSKA KaXKETCs, YTO TaK NPABWILHO. Y MEHs Jpyras
Touka 3peHus. I Obl CKOpee KPUTHKOBal HE POCCHHCKOETOCYIapCTBO,
0CcOOEHHO B BHEIHEH IOJMTHKE,a 3alajHbIX MapTHEPOB, KOTOpHIC, HA
MOH B3IVISA, JeNaloT Topa3no Ooiblile OMMOOKB MHPOBOW BHEIIHEH
MOJINTUKE, YeM CeromHs ux nenaer Poccusa. CBeTnaHaBBIpOCTa Kak
OTITO3UIIMOHEPH OHAa HaBCETAa OCTaHeTcsonmo3unuonepom. K tomy xe,
BBI 3HAETE,ITO TAKOE KAYECTBO PYCCKON WHTEITUTEHITUH - C HEMOBEPHEM,
COOJBIIMMHEIOBEPUEM OTHOCUTHCS K Jr000# Baactu. Bot ecnu Biacts, s
OTHOWIYCh K Hel ¢ HemoepueM. B CpernaHeANleKCHEBUY - 3TO €CTb,
MOATOMY 51 HE PA3AENsi0 €€ CErOAHSALIHEI0 MOJUTHYECKYIO IMO3UIUIO.
CeroHsi O4eHb Majio, KTO Ybl0 MO3ULMUIO pa3aeisieT. Mup pasieieH u
MHEHUE TIO3ULIMIA JIo/iel OYeHb pasHEbIe.

B CMMHM xoauT ciayx 4YTO HEKOTOpPble KPUTHKYHT CBeTiaHy
AJleKcHeBHY 32 TO, YTO OHA HEJOCTATOYHO OCBEIOMJICHA WUJHU y Hee
HeT MOoApPoOHOCcTeil. OHA MOJHOCTHLIO HEe 3HAET, 0 YeM H/eT peub.
Bo3moxkHa 11 Takasi NpUYUHA?

He mymaro.Ecu 661 CBeTnaHa AJIEKCHEBHY XOTena Obl y3HaTh, OHa OBl
Morma y3HaTh 3To. OHa OwpiBaeT B MockBe. CkaxkeMm, B OJHOM U3
HEaBHUX WHTEPBBIO OHA paccKasblBalla, KaKOe YKacHOe Ha Hee
BIleuaTiacHue mpomsBena Mocksa. Kak monu meimmat HeHaBHCTHIO. Ho
sToro Het. [loHMMaeTe, ecu ThI MpUeKaelb B MOCKBY U HayMHAEIlb
BBICKA3bIBaTh TOYKY, 3pCHHE KOTOPAsk PE3KO PACXOJUTCS C TOUKOH 3pCHHUS
JIONEH C KOTOPBIMH ThI TOBOPHINB, TO TeOE OTBEYAIOT HECOIIACHUEM.
CTOJKHYBIINCH C 3TUM HecornacueM, CBeTiaHa AJIGKCHCBUY PaCIICHUIIA
9TO KaK BHYTPEHHHUE CONMPOTUBIICHNE, KOTOPOE OHA HE MOXKET MPUHSITH.

Kakoe Bame maenue mo nosoay HobGeneBckoii mpeMun, KOTOpoii oHa
HelaBHO Oblj1a HarpakaeHa?

3Haere, s y)Ke€ UYBCTBYIO ceOs IOIyraeMm, IMOTOMY YTO S TOBTOPSIIO B
pa3HBIX HMHTEPBBIO OHM W Te Xe cioBa. Korga MpHUIIIO H3BECTHEO
Hobenesckoii mpemun, npucyxaeHHod CperiaHe AJEKCHEBUY, MEHS B
TOT e JIeHb CIpaluBaoT, «Tak 3T0 3a IUTEpaTypy Wiu 3a MOJUTHKY?»
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A roBopro, uro HobeneBckas mpemMust JaeTcsl TOIBKO MO TONMUTHIECKOMY
MOBOIY, HO OHAa MOXXET COBMAIaTh C JUTEPAaTypod, a MOXET He
coBnaaark. Pycckoil tureparype Bcerna Besno. [lpemus, nanHas pycckon
JUTEpaType, BCErna COBMANACT C PEATbHBIMH JOCTOMHCTBAMH 3TOU
muTepatypsl. Sl mymaro, uro B ciydae co CBemnaHod AJleKCHEBUY
MPOU30IUIO TOXKe camoe. Eil Oe3yclIoBHO Nanu MPEMHI0 B 3TOM TOJY,
MMOTOMY 4YTO €€ TIO3WIMS O4YeHb ONM3Ka TeM, KTo nmaet HobeneBckyro
MPEMUI0, HO pedb 0 TOM, 4yTo CBeTiiaHa AJICKCHEBUY OT PYCCKOS3BIYHON
JIUTEPATyPhl CAMBIi WM OJJMH U3 CaMbIX BEPOSTHBIX KAHIUIATOB CETOIHS
Ha nonydeHue HoOeneBckol mpeMuu U 00 3TOM TOBOPSAT yiKE HECKOIBKO
JIET.

dymaere Ju Bbl, 4T0 npevmusi gaHHasg CBeraHe AJieKCHeBHY
MOTHBHPYET PYCCKHX IHcaTeliell nucaTh NpaBIuBo?

Her, e aymaro, yto ipeMust AJIeKCHEeBHY KOTO-HHOYIb Ha YTO-HUOYIb B
Poccun mMotuBmpyert. S nymaro, HUYbIO TOYKY 3pPEHHS OHA HE W3MEHHUT.
DTO aeTcsi o COBOKYIMHOCTH KAKUX-TO MPOIIUIBIX 3aCIIyT.

Ceerjlana AJlekcHeBMY TNHIIET B KaHpPe «XYd0XKeCTBEHHO-
AOKYMEHTA/IbHAS MPo3a». YUTo BBI AyMaeTe 00 3TOM :kaHpe?

BrI 3HaeTe, OnATh Jke MOBTOPIO MHEHHE (popmanicToB. Kak roBopui ToT
ke TBHIHAHOB, MHOIO Y€ MPOLUTHPOBAHHBIA, B 18 Beke BO BpeMeHa
JlomonocoBa u JlepkaBuHa, THCHMO OBUIO KaHPOM OBITOBOH Mpo3bl. Bo
BpemeHa KapamsuHa OHO cTallo >KaHPOM JUTEpPaTypbl, JUTEPATYpHBIM
¢dakTom. TouHO TakKe M CErOAHS OYCHb IIOJIBUKHA TPaHUIA MEXKIY
(UKITUH ¥ HOH-(DUKIITHH.

Bbl  sBJsieTeCh  PeIaKTOPOM  TAKOro  KPYHNHOI0  JKypHaja
kak«Bompocsl JguTeparypel». Kak Ha Bam B3DIAA poccHiicKue
U3IaTeNIbCTBA  BOCHPUHUMAKT TaKHe TMPOM3BEAeHHs] KakK Yy
Ceetiianbl AJleKcHeBHY?

XoTs MHOTIa Ka)eTCs,0CO0EHHO NP B3TIISAAE CO CTOPOHEI, uTO B Poccunm
Hapymaercs cBoOoma cioBa. Ecnim oHa W Hapylraercs, TO TOJIBKO
¢uHaHCOBO. Y Bac eCTh JCHBIH, BBl MOXKETEC BCE YTO XOTHUTE H3IATh. Y
Bac HET JICHET, TOCYJapCTBO NACT TOJNHKO Ha TO, YTO OHO XOYET, YTOOBI
OBUTO M3/1aHO. Y HAC €CTh OJHO W3 JIYYIIMX W3/IaTeIbCTB COBPEMEHHON
JUTEPaTypbl — H3IAaTeNbCTBO «BpeMs». OHO HM3JaI0 HECKOIBKO TOMOB
npomsBeneHnit CeeTnaHa AJICKCMEBHY W S YBEPEH, 4TO OHO Oyaer
MPOJOIKATH U3/1aBATh.

I8 ) BpeMs,Korjia MpPOU3BEACHUA CBeriianbl  AJleKCHEBHY He
u3iaBajau B Muncke. Uto Bbl AyMaeTe 1mo 3ToMmy l'lOBO,Z[y?

DT0 Geropycckue aena, s 3a HIX He MOT'Y OTBEYATh.
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Kakue eme mucareii NMIIYT B XYI0)KE€CTBEHHO-TOKYMEHTAJbHOM
sKkaHpe?

B kaHpe XyHO)KECTBEHHO-IOKYMEHTAJIBHOM TIPO3Bl MHUIIYT OYEHB
MHOTHE, ¥ CKa)KeM 5 y’Ke TOBOPIO, KaK JINTEPAaTYPHBIA CEKpeTaph MPEMHUN
pycckuit Bykkep. BHyTpu mnpemMun Bce BpeMsl BO3HHUKAIOT CIIOPHI Y
xkiopu.CkaxkeM, Hampumep, JIeT OecSTh Ha3aldTy MNPEMUI0 TOIYYHII
Toncanec 'anbero B aBToOMOrpadudeckoi npose «UepHbIM 10 OEIOMY».
C opmHoW cTpaHBl Kak Oyaro OBl 3TO JTOKYMCHTaJbHas U
aBToOuorpaduyeckasmnpo3a. Hu y koro He OBLIO BBI3BAJIIO COMHCHHS,
ckaxeM (QuHammct mpomnwioro roxaHaranes IpomoBa ¢ cBOUM
pomanoM«Kitiou», KOTOPBIMBBIMIPAJ,KCTATU TOBOPS, TPAHT, KOTOPBII
€cTb B IIpeMMM pycckuid bykkep Ha wu3gaHue 3TOro poMaHa Ha
AQHDJIMACKOM  sI3BIKE. OJTOT pOMaH I[IOCTPOSH Ha JOKyMEHTax, Ha
MOJUTMHHBIX (paKkTax, Ha THCHbMaxX, B HEM [EHCTBYIOT peaibHBIC JIOIU
JIUTEPAaTypHOH  MOCKOBCko  cpemsl  20-30-X  TOJOB  TMPOIIOTO
Beka.llosToMy IOKyMEHTanm3M -(GUKIIMNH — HOH-(QHUKIITNH pa3IeleHBI
CerofiHsd O4YeHb 3BIOKOW OYEHb IOABYIKHOW TpaHblo. U 0e3ycioBHO,
MHOTHE pabOTaIOT Ha 3TOW TpaHe WU 3a HEl.

Xorean Obl BbI YTO-HUOYAB cKa3aTh CBeTjaHe AJleKkcHeBUY?

VY Hac Obuia Oerast mepemucka mnocie noe3nkd B Muauro. O Hamiei
BCTpEYe KOrnma-To ObLTa pedyb, HO OHA HE cocrosuiack. J[is sxypHana
«Bormpock! uTeparypbl», st ObUIOBI OYCHB paji HHTEPBBIO C HEH, yiKe Kak
C HOOEGJICBCKHM JIaypeaToM.
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